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BENNY GOODMAN 
LAUNCHES THE BIG BAND ERA 








pressed over failing health and lack of recognition of his musical contributions, he hanged him¬ 
self in Palm Springs, CA, in 1971. 

Goodman stayed with Pollack gaining valuable experience until he left in 1929 after a dispute 
over band policy while the band was playing at the Fox Bushwick in Brooklyn. He spent the next 

studio bands. Then in 1933 Goodman met John Hammond, who was to have a profound influ- 

John Hammond was bom in 1910 into a socially prominent New York family that had ties to 
the Vanderbilt family. He was groomed for the professional world but dropped out of Yale after 

and Billie Holiday. Goodman married Hammond's sister Alice in 1942. They remained happily 
married until Alices death in 1978. 

own orchestra. A key element of Goodmans band were the progressively swinging and rhythmic 
arrangements of Fletcher Henderson, the great black pianist, bandleader, and arranger. By the 
end of 1934 Goodman was able to secure a contract with NBC to appear on their new Saturday 
evening Let’s Dance radio show. 

The National Biscuit Company, with the intention of promoting their new Ritz party crackers, 
sponsored the Let’s Dance show that ran from December 1934 through May 1935. The show's 
three hour format consisted of three bands alternating one half hour each. The sweet band was 
led by NBC Studio violinist Kel Murray. The Latin band spot was filled by Xavier Cougat. 
Goodman auditioned for the hot band job at the NBC Studios in Radio City. A ballot was con¬ 
ducted among those in attendance and Goodman won by just one vote over his competition. 

Let’s Dance deserves a respected place in big band lore as the show definitely paved the way for 
Goodmans seminal performance at the Palomar Ballroom. Due to the difference in time zones, 
the late-night broadcasts from New York were heard during prime time on the West Coast creat¬ 
ing an interest in and demand for hot bands. The show served to not only sell Ritz crackers, but 
swing music as well. ad‘ b h ‘ Ri k d 1 k N 

tional Biscuit closed down the popular Let’s Dance show after 26 broadcasts on May 25,1935. 
Immediately after the show closed MCAs Willard Alexander booked the Goodman band on a 
nationwide tour that at best achieved spotty success. Goodmans reception at Elitch's Gardens in 
Denver was such a disaster that he considered giving up the tour to return to New York. 

It took an hour long telephone conversation from Alexander in New York to convince Good¬ 
man to continue the tour. Goodman next headed on to the West Coast and played to a surpris¬ 
ingly enthusiastic, packed ballroom at Sweets Ballroom in Oakland, CA, arriving in Los Angeles 
in August of 1935. 

The Palomar was Los Angeles’s premier ballroom throughout the 1930s. Originally known 

of downtown at the start of the city’s mid-Wilshire area. Remote broadcasts emanated from the 
huge ballroom nightly with a dinner-dance special on Sunday evenings. 

On October 2,1939, the Palomar burnt to the ground from a fire caused by faulty stage wir¬ 
ing. The fire struck so swiftly that Charlie Barnet, who was appearing at the time, lost all his 
arrangements, and the musicians all their instruments. The Palomar was superseded as Los An¬ 
geles's prime dance venue by the Hollywood Palladium located on Sunset Boulevard in the heart 
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BENNY GOODMAN MAKES BIG BAND 
HISTORY AT CARNEGIE HALL 







































HORACE HEIDT 

FIVE DECADES OF TOP SHOW BANDS 
























what turned out to be an unsuccessful appearance for RKO at the Center Theater in New York. 
With no immediate bookings in sight Horace Heidt's future looked bleak. However, little did he 

The opulent Drake Hotel still sits in the heart of Chicago's Gold Coast overlooking Lake 
Michigan. During the Big Band Era an engagement at the Drake meant that you were positioned 
in the upper echelon of the big bands. In 1935 Heidt opened for a lengthy stay at the Drake 
when hotel official Benny Marshall hired him thinking he engaged popular black bandleader Les 
Hite, who became famous in the early 1930s as the house band at Frank Sebastians Cotton Club 
located near the MGM studios in Culver City, CA. Louis Armstrong and Lionel Hampton were 
frequently featured performers with the Hite band at Sebastians. 

Marshall certainly had no regrets. Heidt was an instant smash hit and soon had his own net¬ 
work radio show, Horace Heidt for Alemite, which was beamed across the country. While on the 
air for automotive equipment manufacturer Alemite the company requested he change his band's 
name from the Californians to the Brigadiers for marketing purposes. Heidt was also on the air 
twice a week on powerful Chicago radio station WGN that covered the entire Midwest and a 
good portion of the East. Horace Heidt finally made it; he was now a household name. 

Radio was not unfamiliar to Horace Heidt. In 1932 while playing at the Drake for the first 

step Heidt jumped down to pick up the mike and spontaneously started to interview people on 
the dance floor. This led to the Answers by Dancers show that soon became widely imitated. At 
the Biltmore Hotel in New York in 1935 Heidt interviewed couples who were celebrating their 

questions were made to walk the plank. The show was called Anniversary Night with Horace 
Heidt. 

In addition to providing Heidt his first big radio break, the Drake gig gave him the opportu¬ 
nity to develop the Triple Tonguing Trumpeters and the High Trombone that became his signa¬ 
ture music style. Having learned a lesson from his undisciplined days in Europe in 1931, Heidt 

that was the rage of the hotel circuit. Chicago served him well. 

With his popularity in full swing and stuttering problem long in the past, Heidt moved up a 
step in prestige in 1937 to start a long-term engagement at the Biltmore Hotel in Manhattan. 
A year later, while still at the Biltmore, he permanently changed the band's name to the Musi¬ 
cal Knights when his Alemite radio show came to a close. Big band authority George T. Simon 
reviewed a band performance at the Biltmore in the September 1937 issue of Metronome. He 
commented on the band's high level of showmanship and esprit de corps and cited Heidt for 
his bandleading and emceeing talents plus his inimitable ability to affably mix with the patrons. 
The positive esprit de corps was no doubt the result of Heidt's ongoing effort to nurture a family 

Nineteen thirty-seven was also the year that Heidt, with great success, started recording for 
Brunswick. Two years later he moved over to Columbia. From 1937 into 1945 Heidt had fifty- 
two hit records, twenty-nine of which made the top ten. Three of those top ten hits made it to 
number one. Joel Whitburn's Pop Memories 1890-1954 lists Heidt at fifty-fourth among the top 

hit, thanks to his considerable reputation he was chosen ^record "Dawn of A New Day," the 
official song of the 1939 New York World's Fair. Heidt's phenomenal recording popularity dis- 
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JOHN KIRBY 

THE FORGOTTEN LEGEND 
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KAY KYSER 

BANDLEADER, MOVIE STAR, RADIO AND 
TV HEADLINER, AND HUMANITARIAN 








































It is estimated that Kyser played at over five hundred military installations throughout the 
world. He was also instrumental in founding the fabled Hollywood Canteen with Bette Davis 
and is credited with emceeing star-studded tours that sold $400 million worth of war bonds. 
Near the end of the war he toured the Pacific Theater with Ish Kabbible and was formally re¬ 
thank them both for their contributions under battle conditions. 

According to famous big band disc jockey Chuck Cecil, Kyser also did his part on the home 
front: "Kay Kyser seemed to have more wartime hits than any other bandleader. "The White 
Cliffs of Dover" was the unofficial theme song for that troubled time before the war, and hits like 
"He Wears a Pair of Silver Wings" and "Praise the Lord and Pass the Ammunition” did much to 

In 1944 Kyser took time out from his frenetic wartime efforts to elope to Las Vegas to marry 
Georgia Carroll, a John Robert Powers model from Dallas who appeared on the covers of nine 
Redbook magazines. Carroll was under contract with Warner Brothers when they became in¬ 
volved while doing USO shows. Kyser developed her as a vocalist and she went on to serve a 
short stint as the bands girl singer and appeared in Carolina Blues before she retired from the 
entertainment world to raise their family that included three daughters. 

What was it like working for Kay Kyser during the bands heyday? In a 1978 interview with 
Cecil, Harry Babbitt said: "Kay Kyser was a perfect gentleman. It was a real pleasure to be associ¬ 
ated with him. We stayed in the best hotels and were provided the best in transportation. He in 

hardworking, and just a class individual." 

Jack Martin, soprano saxophone player and vocalist on Kyser s 1942 mega hit, "Strip Polka," 

with Cecil at Disneyland in the early 1970s: "Kay gave us all the royal treatment fbove and be¬ 
yond what could be expected of any bandleader. During the war he continued paying my salary 
to my family. The guys would do anything for him.” 

Kyser remained active in the entertainment world after World War II, continuing to make 
public appearances and recording three million sellers in "Ole Buttermilk Sky," "On a Slow Boat 
to China," and the novelty hit" Woody Woodpecker Song." He took the Kollege of Musical Knowl¬ 
edge to television in late 1949 then on Christmas day 1950 he stunned the nation when he gave 
up his television show and permanently retired back to North Carolina, where he lived in the 
same house in Chapel Hill that was built in 1814 at 504 East Franklin Street, until he passed 
away on July 23,1985. Kyser spent those thirty-five years vigilantly avoiding all public contact, 
maintaining total personal privacy. 

Why did Kyser unexpectedly leave the entertainment world never to return? The answer is 
twofold. In addition to feeling he contributed all he possibly could to entertaining mankind over 
a quarter century of whirlwind, non-stop performing, he truly wished to devote the balance of 
his mortality to giving back to his country that gave so much to him in fame and fortune. 

The seeds of Kyser s humanitarian philosophy were sown while entertaining troops at military 
installations and hospitals during World War II, an experience he termed the most gratifying 
time of his life. Immediately after the war he launched his beneficent career spearheading a gal¬ 
axy of Hollywood stars for fundraising campaigns to add a new wing to St. John's Hospital in 
Santa Monica, CA, and upgrade the delivery of health care in his native North Carolina through 
the North Carolina Good Health Plan he created and developed. 

One of his first post-retirement projects was to bring public television to North Carolina. 



dedication to and work for the Christian Science Church. A deeply religious person, he served as 
a practitioner, an official lecturer, designated spokesman, and spent five years in the 1970s head¬ 
ing the church's film and broadcasting division at its world headquarters in Boston. Kyser was 
honored for his contributions to the Christian Science Church in 1983 when he was appointed 

Kyser never lost touch with the University of North Carolina throughout his career as an en¬ 
tertainer and humanitarian, taking great pride in his involvement with his beloved alma mater. 
The University, in turn, appreciated Kyser s efforts. In a 1981 interview with Kyser on the North 
Carolina public television network that Kyser was instrumental in founding, then University 
president William C. Friday said:“We are delighted that Kay chose to settle in Chapel Hill when 
he retired, and it was an honor to bestow on him the University's Distinguished Service Award 
in recognition of his outstanding service to the University through the years." 

to be remembered'’ Roc Hillman speculated on the matter: “I knew Kay well. In my opinion, he 
than a big name celebrity. That's the Kay Kyser I remember." 


BILLY MAY 

EIGHT DECADES IN SWING 

H ere is a quick quiz on the Big Band Era. What famous self-taught arranger, bandleader, 
and trumpet player significantly contributed to the careers of Charlie Barnet, Glenn 
Miller, Frank Sinatra, and Bozo the Clown? The answer is the multi-talented Billy 
May, who died of a heart attack on January 22, 2004. He was a true giant of the swing genre 
whose body of work is so broad and vast that it is impossible to completely catalog. 

William Edward May was born of German, English, and Scotch-Irish heritage in Pittsburgh 
on November 10,1916, the oldest of three children of a totally non-musical family. He grew up 
in Pittsburgh’s Lawrenceville area and in 1935 graduated from Schenley High School where he 
studied the tuba and dabbled with the bassoon, string base, trombone, and trumpet. While he 
was in high school he became intrigued with the interplay of the musical instruments within a 
band and started to teach himself arranging. 

tocrats. They played Friday nights at a Polish Catholic Church with May doubling with the tuba 

player as told during a telephone interview: "Gene had a banjo player named Bucky who was 
great for polkas. But when we played American tunes he did a terrible job on the guitar just mak¬ 
ing noise that didn't fit at all. I said to Gene one day, why don't you let Bucky go and get a banjo 
player who can play American numbers too. Gene said I have to keep Bucky because he knows 

Next came a series of Pittsburgh area jobs with Lee Rivers, A1 Howard, Etzi Covato, and 
Baron Elliott, who had a sweet band patterned after Guy Lombardo. May played trombone 
and doubled on trumpet on jazz numbers and show tunes with Elliott. Lee Rivers had four 
saxophones providing May with an opportunity to arrange in the Benny Goodman-Fletcher 
Henderson style for the first time. He also had some interesting experiences working with Riv¬ 
ers: "We used to play Sunday concerts at a park over in Carnegie from 8:00 pm until a fight broke 
out, usually around one in the morning. We’d immediately play the "Star Spangled Banner" and 
go home. That was my classical training." 

By now it was 1938 and Charlie Barnet's band came to play in Pittsburgh. May told about his 
big break on a 1974 interview on Chuck Cecil’s Swingin’ Years radio show: "Charlie hit Pitts¬ 
burgh with a great, wild-swinging band. I went to see him with my manuscript paper in hand 
and asked him if I could write an arrangement. He told me to give it a try, so I stayed up all night 
and wrote one. He rehearsed it the next day, and that was the start of a lifelong friendship." 

May played trumpet and arranged for Barnet starting in March 1939, when he formally joined 
the band. He wrote Barnet's two biggest hits, the distinctively wah-wah sounding "Cherokee" 
that served as an inspiration for Charlie Parker's be-bop classic"Ko-Ko,” and“Pompton Turn¬ 
pike," featuring the call and response of Barnet's soprano saxophone and May's trumpet. On 
Cecil's show he talked about recording “Cherokee” at a session that served as a perfect example of 
























May talked about his inspiration for the distinctive sliding saxes on Cecil's show: "It was noth¬ 
ing new. Johnny Hodges and Willie Smith both did a sliding sax thing as soloists with Duke El¬ 
lington and Jimmy Lunceford. All I did was take that idea and do it with the whole sax section." 

Excited by the distinctive sliding saxes sound, Capitol Records executives encouraged May to 
start his own big band. On September 24,1951, Capitol released the Billy May band's first three 
records, the classic "All of Me,” his theme song "Lean Baby,” a light swinging song with a spiritual 
touch, and "Fat Man Mambo," a perfect example of May's renown musical sense of humor. All 
three were well received, and the band established itself placing tenth in DownBeat’s Best Band 
category for 1951. 

May capitalized on the public’s growing interest in his fresh new sound. On February 22,1952, 
he took his band on what we would be close to two years on the road, opening at the Rainbow 
Gardens in Pomona, CA. He discussed his experiences with his road band on Kennedy’s radio 
show:'"Ihe band did good business everywhere we played, but after about three months I found 
out I didn't miss the road. We wound up playing the same joints I played at with Barnet and 
Miller fifteen years earlier plus I didn't have the temperament to cater to birthday requests and 

Although Mays band moved up to fifth in the § 1952 DownBeat poll and was still a top draw, he 
made his final appearance with it during an October-November 1953 engagement at the Hol¬ 
lywood Palladium. He wanted out of the band business and in early 1954 sold the band to Ray 
Anthony and returned to arranging at Capitol. 

A personal highlight of May's post-bandleading days was making a 1957 tribute album to 
Jimmy Lunceford, whom he truly admired: "It was one of the happiest moments in my career. I 
went to work and copied the original songs. We used as many of the old Lunceford guys as we 
could. We got Willie Smith and Joe Thomas to come out from Kansas City. Dan Grissom was 
around still singing and Trummy Young came over from Hawaii. It was a labor of love because I 
loved that Lunceford band.” 

During the 1950s May made several of his own albums at Capitol, wining a Grammy for Best 
Arrangement for Big Fat Brass in 1958. He would be nominated for a total of seven Grammys 
over the years. However, May would return to public recognition working with Frank Sinatra, 
with whom he had a longtime association: "I knew Frank from 1939 when I was playing with 
Barnet at the Hotel Lincoln. A lot of the musicians lived around the corner of 45 th and Eighth 
Avenue in New York. There were a couple of big apartment hotels west of there and all the guys 
used to hang out at a couple of bars around the hotels. I first met Frank in one of those bars when 
he was just a boy singer with Harry James. Then I got to know him through the years. Near the 
end of 1944 Axel Stordahl needed an arrangement in a hurry for Frank for the Your Hit Parade 
radio show. I did Cole Porter's "Don't Fence Me In" and Frank liked it. When Sinatra went over 
to Capitol in 1954 he worked with Nelson Riddle. They did a lot of successful albums, but in 
1957 he decided he wanted a change and gave me a call." 

It was indeed a most fortuitous call. Sinatra and May would collaborate on three of Sinatra's 
most popular albums, his 1958 Come Fly With Me, 1958 Come Dance With Me, and 1961 Come 
Swing With Me. The jauntily swinging Come Fly With Me was Sinatras first number one ranked 
album of the 50s, the hard driving Come Dance With Me was on the charts for 141 consecutive 
weeks, and the bouncy Come Swing With Me won May his second Grammy. This time it was for 
Best Vocal Background. May and Sinatra enjoyed working together during their time at Capi- 













RAY MCKINLEY 


75 YEARS WITH THE BIG BANDS 







































































































served in Europe and I in the South Pacific, so we developed a father-son relationship. I created 
a name for myself with the band and stayed friends with Ray for life.” 

Don Kennedy summed up the postwar state of the big bands during a 2004 feature on Ray 
McKinley on his Big Band Jump radio show:"Jiminy Crickets" was one of McKinleys Eddie Sau- 
ter arrangements. It should have been intensely popular, but there was a factor working against 
it. It was the fact that the big bands were fading after the war." With the market for big bands 
rapidly declining and restless to tackle new projects, McKinley disbanded in 1951 and spent the 
next five years freelancing around the New York area from his home in Stamford, CT. It was a 
busy and exhilarating period filled with a diversity of activities that included forays into new 

The new medium of television took up much of McKinley's time during the first half of the 
1950s. He appeared on local New York ABC and NBC television stations as a bandleader, vocal¬ 
ist, show host, weatherman, and made guest appearances on the musical TV variety show Music 
at the Meadowbrook that featured Frank Dailey. There were more New York stints as a radio disc 
jockey and with big bands at the Roseland Ballroom and the Paramount Theater. McKinley 
also performed in jazz bands in gigs in Chicago and Las Vegas and recorded on Decca, Dot, and 
Grand Award. Then in 1956 yet another Glenn Miller related opportunity came his way. 

In 1946 Tex Beneke assumed the leadership of the newly formed Glenn Miller estate band, 
but by late 1950 Beneke and the estate developed a difference of opinion as to the band's musical 
direction. As a result, Beneke struck out on his own and the Miller estate band became inactive. 
Then with the huge popularity of the 1954 film The Glenn Miller Story and the success of Miller 
style bands led by Ray Anthony and Ralph Flanagan, Willard Alexander prodded the Miller es¬ 
tate to reactivate the dormant Glenn Miller band. Ray McKinley was the logical choice and this 

The new Glenn Miller Orchestra officially started performing on June 6,1956, with a tour of 
six Midwestern states and Canada. During McKinley's nine and a half years with the Orchestra 
it met with great success. It recorded ten albums, eight on RCA Victor and two on Epic. All sold 
well. Under McKinley its popularity took it internationally to England, Europe, Japan, North 
Africa, and the Far East. In fact, the Orchestra has the notoriety of being the first postwar band 
to play behind the Iron Curtain in 1957 in Warsaw, Poland. However, travel in Eastern Europe 
was not without excitement. While going from a cancelled concert in Prague to Vienna the entire 
band was locked in a train car on a railroad siding for several hours without food or water. 

coast-to-coast musical variety shows, Be Our Guest in 1960 and Glenn Miller Thne in 1961, 
along with individual guest appearances on the Johnny Carson, Patti Page, and Ed Sullivan Shows. 
There is excellent DVD footage of the Glenn Miller Time show with Johnny Desmond singing 
that is included in the CD/DVD set, Glenn Miller, The Centennial Collection 100. When not 
traveling overseas, the Orchestra was constantly on the road. The grueling physical demands of 
performing in a new city night after night and virtually living on the band bus eventually took its 
toll on McKinley. He led the Orchestra for the last time on January 5,1966, at the Mark Twain 
Riverboat in New York, passing leadership of the Orchestra to clarinetist Buddy DeFranco. 

After his departure from the Glenn Miller Orchestra, McKinley segued into a well-deserved 
semi-retirement. He relocated to Largo, FL, and until well into the 1980s appeared annually at 
the Disneyland Big Band Series in California with bands contracted by his good friend, trumpet¬ 
er Art DePew, who still remembers McKinley’s patience in mentoring young musicians in those 
bands. In 1971 he served as a consultant for Walt Disney World in Orlando and played there 
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discovered by then Metronome big band writer George T. Simon while playing in the Julie Wintz 
band in Newark, NJ. Schwartz skillfully played the clarinet lead over four saxophones that was 
to give the Miller band its famous, unique sound. 

Next came featured tenor saxophone player and occasional vocalist Gordon "Tex" Beneke, who 
was hired on the recommendation of Millers old friend. Gene Krupa. Beneke would go on to 
achieve considerable fame as the band’s major personality. After returning from World War II he 
remained enormously popular leading bands in the Miller style until he passed away in 2000. 

Two important full time vocalists also joined the band in 1938. Ray Eberle, brother of Jimmy 
Dorseys acclaimed vocalist Bob Eberly, came aboard early on. Soon after, Marion Hutton made 

in Boston with her sister, Betty. She was only seventeen, so Glenn and Helen Miller assumed her 
legal guardianship. 

Ray Eberle's entry into the Miller organization is an interesting story. In May, Jimmy Dorsey 
was playing at the Terrace Room of the Hotel New Yorker. One evening Miller was in the audi¬ 
ence sitting next to Dorseys manager chatting while Dorsey was on stage with Bob Eberly sing¬ 
ing. Eberly s teenage brother Ray, who had never sung professionally before, was in New York 
visiting Bob. He walked by their table and Miller did an instant double take because he looked 
identical to his sibling. Dorseys manager told Miller it was Bob’s brother. Miller immediately 

Miller offered him a job at $35 a week. Eberle, who was still in high school, immediately called 
his father in upstate New York for his blessings. 

Eberle stayed with Miller until mid-1942. In a 1970 interview with big band radio personal¬ 
ity Chuck Cecil, he stated that he left: the band during an engagement at the Hotel Sherman 
in Chicago because of a disagreement with Miller over compensation for his appearance in the 
film Orchestra Wives. Ray Eberle was a major contributor to the band's success recording eleven 
number one hits, the biggest of which was "Moonlight Cocktail" that was at the top of the charts 
for ten consecutive weeks in early 1942. He died from a sudden heart attack at his Douglasville, 
GA, home in 1979. 

On April 16, the band opened at the Raymor Ballroom in Boston, a venue Miller frequently 
played with his first band in 1937. Then in mid-June, Miller secured a much desired, steady New 
York engagement at the Paradise Restaurant at 49th Street and Broadway. The Paradise was a 
magnet for visiting salesmen, and featured a six-piece novelty band called Freddie Fisher and his 
Schnickelfritzers. Although Miller was given second billing to the Schnickelfritzers, he at least 

but good fortune was to soon come his way. That fortune was to arrive in the personage of Cy 
Shribman. An outwardly jovial and physically substantial man, Shribman was one of the legend¬ 
ary personalities of the Big Band Era. 

Boston-based Cy and his brother Charlie started out running ballrooms in New England in 
the 1920s. When they found a band they believed in, they would provide financing against a 
percentage of the band's profits. Tommy Dorsey, Woody Herman, and Artie Shaw were among 
the many bands that benefited from the Shribman’s shrewd investment decisions. 

Shribman liked Miller and provided work for him at college dates and the New England ball¬ 
rooms the brothers owned, including Boston's Roseland-State Ballroom. However, to make it to 
the top Miller knew playing in New York was a must, so he returned to the Paradise Restaurant 























Miller opened on May 17. George T. Simon attended the event squiring a then unknown and 
aspiring young vocalist named Dinah Shore. In his definitive biography of Miller, Glenn Miller 
and His Orchestra, Simon recalled that was the evening Miller chose to introduce his famous 
Something Old, Something New, Something Borrowed, Something Blue medley format. 

Millers engagement was a sensation. According to his pianist and close friend, Chummy 
MacGregor, the response of the Glen Island Casino waiters to a band was a key indicator of 
that band’s acceptance. During a Chuck Cecil radio interview MacGregor said the service staff 
snapped their fingers while waiting on the clientele when the band was playing and attended 
rehearsals on their own time. They loved Millers music. 

What with recording sessions with RCA Victor and nightly shows at the Casino, the pace was 
intense, so much so that late in July Marion Hutton collapsed on the bandstand from exhaustion 
and had to be hospitalized for observation for over a week. Miller brought in a sixteen-year-old 
singer from Memphis, TN, named Kay Starr to substitute for her. Starr was to go on to a highly 
successful recording career of her own starting in the late 1940s. 

Miller closed at the Casino on Wednesday, August 23, with the packed house throwing a party 
for the band, a first for the ballroom. Few big bands ever capitalized on a Glen Island Casino 
booking as did Glenn Miller. 

After the Casino, Miller played a series of East Coast one-nighters, breaking attendance re¬ 
cords wherever he appeared. He next moved on to the theater circuit with an appearance at the 
Paramount Theater in Times Square. His stint there was of such success that the Paramount 
management booked him in advance for 1940. 

Miller had achieved outstanding commercial success. But on October 6 he also received the 
official professional respect of his peers when he played along with three other famous bands at 
venerable Carnegie Hall. According to George T. Simon, the band created even more of a sensa¬ 
tion than its competition on that night that included Benny Goodman, Fred Waring, and Paul 

It was back to the Meadowbrook in November where Miller hired Artie Shaw's arranger Jerry 
Gray who was without a job when Shaw suddenly broke up his band and sojourned to Mexico 
for a pause from the music business. Gray worked perfectly with Miller and wrote several of 
bands major hits. Two of the biggest were "Pennsylvania 6-5000" and his most famous composi¬ 
tion, "A String of Pearls." 

Miller closed the year signing a contract with Chesterfield cigarettes to appear three times a 
week on his own Moonlight Serenade radio show. He began the series on December 27, 1939, 
followed by a three-month engagement at the Cafe Rouge of the Hotel Pennsylvania in Manhat¬ 
tan that started on January 4,1940. Glenn Miller was now the most famous bandleader in the 
world. 

From a historical perspective, Millers sudden and unexpected rise to fame in 1939 was equiva¬ 
lent to the pandemonium associated with Elvis Presleys breakthrough in 1956 and the Beatles 
invasion of the United States in 1964. Glenn Miller finally made it, once again proving that 
perseverance is indeed a very desirable trait to possess to successfully compete in the world of 


ALVINO REY AND THE KING SISTERS 


A BLOCKBUSTER COMBINATION 
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JAN SAVITT 

FROM THE CLASSICS TO SWING 


M ost bandleaders of the Big Band Era apprenticed in the jazz and popular music idi- 

sics. That was the handsome five-fbot-five-inch-tall Jan Savitt, who studied at the 
prestigious Curtis School of Music and played under Leopold Stokowski in the Philadelphia 
Orchestra. His was a remarkable and unique transition from the world of Bach and Stravinski 
to the packed ballrooms of the Big Band Era. 

Jacob Savetnick was born in Shumsk, Russia. Although several dates have been listed for his 
birth ranging from 1907 to 1913, his father Josephs Petition for Naturalization states that Jacob 

European-Russian Orthodox Jewish community in South Philadelphia. 

Young Jacobs life in music began in 1913 when Joseph, who is purported to have played in 
Czar Nicholas Us Imperial Regiment Band, gave him a violin for a present. His mother Ida had 
visions of the youngest of her four sons becoming a successful musician. Young Jacob did not 
disappoint her. He immediately displayed a marked interest in and prowess on the instrument 
and embarked on a series of lessons with classically trained violinists. 

Nineteen nineteen was a milestone year for the Savetnick family when Joseph legally changed 
their name to Savitt and moved them up the ladder to West Philadelphia where Jacob attended 
the Philadelphia High School for Boys at 48th and Walnut Streets. The institution became West 
Philadelphia High School in 1926. By the time he started high school he had logged extensive 
playing experience in the first violin section of the Civic Symphony Club Orchestra, coming to 
the attention of prominent musicians who encouraged him to pursue a solo career. Jacob Savitt 
was on his way on to what appeared to be a life in classical music, a life that would include intense 


Mary Louise Curtis Bok, daughter of Cyrus Curtis who founded the Curtis publishing em¬ 
pire, had a great love of music. In 1924 she established The Curtis Institute of Music. One of the 
finest music conservatories in the world, it faces Rittenhouse Square in downtown Philadelphia 
and provides merit-based full tuition scholarships to all its students. Savitt applied for admis¬ 
sion and received a full scholarship, joining the institutions first-ever class in the fall of 1924. 
He left Curtis in mid 1930 and officially received a bachelor s degree in violin and conducting in 
the school's second degree-granting ceremony held in 1935. The first ceremony was held a year 
earlier. A highlight of his stay at Curtis was the four years he spent from 1924 to 1928 study¬ 
ing under renowned classical violinist Carl Flesch that included a summer spent with Flesch in 
Germany in 1927. 

Thanks to his fast-growing reputation in classical music circles, an opportunity that would ide¬ 
ally complement Savitt s academic training unexpectedly came his way from a renowned classical 
music orchestra. The Philadelphia Orchestra was founded in 1900. After steady growth under 
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The Hotel Lincoln engagement was important to Savitt both professionally and personally. In 
the spring of 1939 he met Barbara Stillwell, a strikingly attractive model, at the Blue Room. She 
was a Chicagoan who was visiting New York with her girl friend. They would marry on April 7, 
1940, in Peekskill, NY, with Savitts brother Bill and Maria Kramer as witnesses. Jan and Bar¬ 
bara had two daughters, Devi and Jo Ann, both of whom live in Southern California. Tragically, 
Barbara died in a home swimming pool accident in 1995. 

Big band historian George T. Simon, who passed away in 2001, was an enormous Jan Savitt 
fan. In the May 1939 issue of Metronome he reviewed a Top Hatters Blue Room performance 
citing the band for playing solid dance music, having strong musical arrangements, and featuring 
two of the better singers in the business in Bon Bon and Carlotta Dale. Notwithstanding Simons 
positive feature, Carlotta Dale left the band in late 1939 to join Will Bradleys new orchestra that 
featured Ray McKinley. Bon Bon would depart a year later to strike out on his own. He would 
return to the band for a short stay in late 1941. 

The peak of Jan Savitts recording popularity was in 1939 and 40. Among his eight charted hits 
were"720 in the Books" and‘"Make Believe Island" that included a Bon Bon vocal."Make Believe 
Island" cracked the top ten in August 1940. The instrumental "720” epitomized the music of the 
Big Band Era as much as "In the Mood" and is still played today at swing dance competitions. 
The popular "It’s a Wonderful World" that featured Bon Bon replaced "Quaker City Jazz"' as the 
Top Hatters theme song. Although inexplicably not huge hits,"El Rancho Grande" and“Rose of 
the Rio Grand” showcased the Top Hatters's ability to powerfully swing with the best bands of 

Savitts recordings covered a wide spectrum of music, reaching far beyond solid jazz. It is not 
surprising that with his classical background he popularized the classics with numerous swing 
arrangements of works such as Bach's"Fugue in G Minor" and Grieg's"In The Hall of the Moun¬ 
tain King." The talent was also there for scat vocals and Savitt used it effectively. Bon Bon was 

"Paper Picker" and"Volvistu Gaily Star." Intertwined in most of Savitts diverse works was the 
hard-driving shuffle rhythm that gave his band its distinctive style. 

Proper credit has not been given Savitt for the high quality of his band’s musicianship. Johnny 
Austin played fiery trumpet with a power comparable to Ziggy Elman. Alto saxophonist Gabe 
Galinas was a favorite of Glenn Miller. A1 Leopold could play any style of trombone. His open¬ 
ing solo on “Rose Of The Rio Grande” is a swing classic. Although their stays were relatively 
short, Georgie Auld, Gus Bivona, and Nick Fatool played in the Top Hatters. Savitts chief ar¬ 
ranger was the skilled Johnny Watson, a favorite of no less than Johnny Mandel and Billy May. 
Pianist Jack Pleis and baritone saxophonist George Siravo also contributed arrangements. Both 
would go on to successful careers in the recording industry, Pleis as an orchestra conductor with 
Coral and Decca, and Siravo as an arranger who worked with Tony Bennett, Rosemary Clooney, 
Doris Day, and Frank Sinatra at Columbia. Savitt also commissioned Jimmie Lunceford arrang¬ 
ers Eddie Durham and William Moore to write occasional charts. 

An event of far reaching consequence for Jan Savitt took place in April 1941 when he changed 
booking agents, moving from Consolidated Radio Artists to MCA. Under MCA's management, 

tor in Manhattan, throughout World War II. To complicate matters, despite initial promises 
MCA did not land Savitt steady radio work. There were however, several interesting develop¬ 
ments during the war years. 

Musically, Savitt incorporated a six-string section in 1942 that included him, three musicians 
from the Curtis Institute, and one from Julliard. The late jazz writer and historian Barry Ulanov 



commended Savitt in a June 1943 Metronome article for his intelligent integration of strings in 

ists also passed through the band during this period. They included Phil Brito, Alan De Witt, 
Eugenie Baird, Lorraine Benson, Betty Bonney, and a promising young movie star named Gloria 
De Haven. 

Cinematically, Savitt appeared in two Universal film shorts. In October 1942 the sixteen min¬ 
ute short Jan Savitt’s Serenade in Swing was released. Martha Tilton sang in the film and had an 
enjoyable experience working with Savitt. The band next starred in the fifteen minute Swing 
High, Swing Sweet with Ella Mae Morse and The Delta Rhythm Boys. Morse was then at the 
peak of her recording popularity with Capitol Records. They shot the film in August 1945. He 
also scored for the film The Outlaw that starred Jane Russell and was cited for his work by Barry 
Ulanov in Metronome. 

Socially, Savitt developed a close friendship with Frank Sinatra. He was a frequent dinner 
guest at Sinatras house, rubbing elbows with the elite of the entertainment world. That associa¬ 
tion resulted in Savitt accompanying Sinatra on a three-city tour (Boston, Pittsburgh, and Phila¬ 
delphia) in December 1943 and for a three-week engagement at New Yorks Paramount Theater 
in November 1945. It was the last time Savitt would appear in the East. He was unfortunately 
unable to work with Sinatra at the Paramount in 1944 because of a contractual obligation with 

Patriotically, the Top Hatters were mainstays on the weekly Coca-Cola's Victory Parade of Spot¬ 
light Bands radio show. They were afforded the prestige of being the eighth band selected to 
participate in the series and between late 1941 and early 1946 made numerous broadcast appear¬ 
ances at defense plants and military installations across the country. The top big bands of the day 
appeared on the program, and the Top Hatters's shows were always among the most popular. 

After World War II ended, Savitt returned to the familiar world of radio. Starting in January 
1946 he scored the music and conducted a string quartet for the Louella Parsons Show, a fifteen 
minute Sunday night feature on ABC. His work on the Louella Parsons Show prompted a good 
Metronome review by Ulanov. That summer his band was chosen by Old Gold cigarettes to play 
on their new Rhapsody in Rhythm show from June 16 through September 15. It was a summer 
replacement for the comedy series Meet Me At Parky’s and had a supporting cast of Connie 
Haines, The Golden Gate Quartet, and Skitch Henderson, who acknowledged Savitt as a first- 

The movies also beckoned Savitt in 1946. He and the Top Hatters appeared in three B films, 
Betty Co-Ed, High School Hero, and That’s My Gal Live performances also continued throughout 

peared at over sixty college campuses with the Top Hatters. He added to that list in November 
when he played the homecoming dance at the University of Nevada at Reno. 

It was business as usual in 1947 with the Top Hatters spending the year appearing on the 
West Coast. On a personal note, in December Savitt purchased a home in Toluca Lake around 
the comer from Bob Hope's home and permanently settled in the San Fernando Valley. It would 
be the home in which his beloved Barbara suffered her fatal 1995 accident. However, there was 
a ticking time bomb. Specifically, Savitt was plagued with acute hypertension that rendered him 
ineligible for World War II military service. With there being little medical knowledge of how to 

According to George T. Simon in his book The Big Bands, Savitt incurred a tax debt when an 
associate misappropriated the band's tax reserve. To help satisfy the IRS obligation he scheduled 
a twenty-four performance tour of the Pacific Northwest that was to begin in Sacramento on 


October 2,1948. But all was not well health wise. His personal eye doctor counseled him about 

Ignoring medical advice, Savitt decided to drive to Sacramento on October 2 rather than fly. 
He left Toluca Lake that Saturday morning in a station wagon filled with the band’s arrange¬ 
ments with his arranger Lenny Corris at the wheel. On the drive north through the San Joaquin 
Valley Savitt appeared to fall asleep. When they got to Sacramento Corris could not awaken him 
so he drove to the Sacramento County Hospital where it was immediatelv diagnosed that Savitt 
was in a coma suffering from a cerebral hemorrhage. He died in the hospital on October 4 with 
Barbara at his bedside. Savitt was buried at Forest Lawn Memorial Park in Glendale, CA. The 
pallbearers included Frank Sinatra and Edward Dukoff, who was Maria Kramer s publicist when 
he introduced Savitt to Barbara at the Hotel Lincoln in 1939. 

How should Jan Savitt be remembered? Certainly as a musical innovator and colorblind pio¬ 
neer who incorporated the use of the shuffle rhythm, converted the classics to swing, hired the 
first African American to regularly sing with a white big band, and established himself as the 
only big bandleader who was actually a member of a world-class symphony orchestra. 

There was also Jan Savitt the paradox. He was highly sophisticated yet had a child-like passion 
for amusement parks. He was equally comfortable navigating the disparate worlds of classical 
music and swing dance bands. He was constantly on the road but remained a devoted fam¬ 
ily man. He was uncommonly intelligent though somewhat naive in business matters. He was 
emotionally high-strung, nonetheless methodically unswerving in the pursuit of his career objec- 

But Jan Savitt just might be best remembered for a unique contribution to the human spirit. 
On stage Savitt was a positively enthusiastic, animated bandleader who had a genuinely enjoy¬ 
able time effusively entertaining his audience. On recordings, his upbeat music is truly joyful to 
listen to. Just take notice of "It's a Wonderful World" for proof. Thanks in part to the pulsating 
shuffle rhythm, his was one of the happiest sounding bands of the Big Band Era. Anyone who 
had the good fortune to have seen Savitt perform or hear his songs today experiences pure, 
uncomplicated musical pleasure. Through past live appearances and the material available on 
myriad CDs, Jan Savitt made and still makes people feel good. Frankly, that's not a bad way to be 




ARTIE SHAW’S 

POSTWAR MUSICAL ODYSSEY 
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After the interview was over Shaw offered to review my article before it was published. I ea- 

received my draft back in the mail with Shaw’s comments that I incorporated into the final copy. 
The article, that covered his postwar musical activities, appeared in the September 2003 issue of 
L. A. Jazz Scene with a picture of Shaw that graced the cover page. I sent him several copies. 

My professional relationship with Artie Shaw did not end with that article. In September 2003 
I started an article on Johnny Mandel, who contributed outstanding arrangements to Shaw’s 
1949 bop-tinged band. When I called him for a quote Larry Rose once again answered and im¬ 
mediately connected me to Shaw who spent considerable time pleasantly discussing Mandel and 
providing me extensive material for a quote. There would be one more involvement with the jazz 

In the fall of 2004 I started to gather information for an article on Dolores O’Neill who, in 
addition to singing for Bob Chester in 1939 and 1940, also sang for Shaw in 1937 and again in 
1950.1 called Shaw for a quote on her but this time was told by Larry Rose that it would be best 
for him to obtain the quote from Shaw for me. I called back a few days later and Rose read me 
an excellent quote by Shaw about his experiences with O’Neill. I had the ominous feeling that it 
was my final interaction with Artie Shaw. Indeed it was. 

Myriad stories about the complex behavioral makeup of Artie Shaw abound. I can only speak 
about my personal experiences. In my business dealings with Shaw I found him to be highly pro¬ 
fessional, wryly humorous, cooperative, and patient with all my questions. Never once did I feel 
ill at ease. He made our dealings a very pleasant occurrence, occasions that I truly looked forward 
to. Moreover, his complex brilliance and deeply penetrating philosophical views of life itself were 
always manifesting themselves, adding an element of flair to our communications. I have nothing 
but fond memories of Artie Shaw. 


ORRIN TUCKER 


HE PLEASED THE PUBLIC 






























CHICK WEBB DISCOVERS MARIO BAUZA 

























Third, like a heavyweight champion who is constantly challenged to defend his title, Webb par¬ 
ticipated with great enthusiasm in defending his Savoy turf in countless Battles of the Bands that 
were popular during the 1930s. Two are worthy of historical note. In 1937 he engaged the most 
famous band of the day, Benny Goodman, and according to most accounts won the two-hour 
contest. A year later he battled Count Basie and suffered a rare defeat by a razor-thin margin. 

Basies greatest aggregation that included tenor saxophonist Lester Young, blues vocalist Jimmy 
Rushing, and the famous All American Rhythm Section of the Count on piano, Walter Page 
on base, Jo Jones on drums, and Freddie Green on guitar. Thousands were turned away from 
the packed-to-capacity Savoy Ballroom at both events. 

Finally, Webb hadan uncanny ability to discover anddevelop talent. In addition to Ella Fitzgerald, 
his finds included Taft Jordan, the high-note trumpeter and Louis Armstrong imitator supreme, 
Louisjordan, the alto saxophonist and vocalist who went onto form theTympany Five and influence 
thedevelopmentofrockandrolfandanindividualwholaterreshapedtheworldofjazz, Mario Bauza. 
A musical prodigy who played clarinet with the Havana Philharmonic at nine years of age, 
Prudencio Mario Bauza was born in Havana, Cuba, on April 28,1911. He made a brief visit 
to New York in 1927 with the Antonio Maria Romeu orchestra, acknowledged to be the first 
Charanga orchestra. While in New York he saw Paul Whitemans orchestra perform at the 
Paramount Theater and was awed by the King of Jazz's C melody saxophonist Frankie Trum- 
bauer. He immediately purchased his own saxophone and took it back to Havana to master and 
play it in the big hotel show bands. 

Fascinated by the vibrant African American community he observed in Harlem during his 
1927 visit, Bauza returned to New York to live in 1930 looking for work as a saxophone player. 
However, dame fortune had other plans in store for the new arrival. In 1931 Cuban vocalist 
Antonio Machin was in desperate need of a trumpet player for his quartet for a recording date. 
Bauza offered to learn the trumpet to help the skeptical Machin out. He quickly mastered the 
brass instrument in two weeks, recorded with the Machin quartet, and unknowingly changed the 
course of his life and musical history. 

After a short stint in 1932 with Noble Sissle, 1933 found Bauza spending three months with 
the Missourians, who were alternating with Chick Webb at the Savoy. While with the Missouri¬ 
ans he was scouted by Webb who had an open trumpet chair when one of his players left to join 
Duke Ellingtons orchestra. Webb was impressed with Bauza's skill and offered him a tryout with 
his band. Bauza passed with flying colors and joined Webb's organization as lead trumpet player, 

Bauza remained with Webb until 1938. In addition to his contributions as first trumpet and 
musical director, Bauza brought Webb the hauntingly beautiful song"Lona” that he composed 
in Havana, and provided guidance and support to Ella Fitzgerald in the early stage of her career. 
He had the highest professional respect for Webb, fully crediting him through the years as an 
outstanding teacher, swing bandleader, and strong and beloved leader of men, a rare managerial 

After leaving Webb, Bauza had short stints with Don Redman and Fletcher Henderson be¬ 
fore landing a coveted job in 1939 replacing Doc Cheatham in the Cab Calloway Orchestra, the 
top-paying African American band of the day. It was while he was with Calloway that Bauza 
unknowingly made his first contribution to the yet unfounded field of Latin jazz through his 
influence on a soon-to-be jazz legend. 

In 1937, Bauza befriended a young trumpet player named John Birks Gillespie, who was to 
become better known as Dizzy Gillespie. When Bauza joined Calloway in 1939, Gillespie des- 





















Nineteen ninety-three was an ironically bittersweet year for Bauza. On the plus side, his sec¬ 
ond album, My Time Is Now, was released to great critical and popular acclaim and he achieved 
the dream of every jazz musician by gracing the cover of the June issue of DownBeat magazine. 
However, it all came to an end on July 11, 1993, shordy after completing his third and final 

his apartment at 944 Columbus Avenue, his home in Manhattan since 1943. His last album, 
released in 1994, was titled 944 Columbus. 

Thus are the careers of Chick Webb and Mario Bauza linked. Although small in physical 
stature, Chick Webb was big in contribution to music history. He was a highly skilled drummer, 
leader of a famous big band, mentor to Ella Fitzgerald, and discoverer of Mario Bauza, who 
created a whole new type of jazz. Not bad for a severely handicapped, self-taught musician who 
could not read a note of music, and sadly died when only thirty-years old, on the threshold of 
fame and fortune. 


GERALD WILSON 


MASTER OF BIG BAND JAZZ 

T he Japanese have a mark of distinction called living national treasure. This is the coun¬ 
try s way of recognizing their great artists and valued individuals. If we had that honor 
here in the United States, Gerald Wilson would certainly be one of the first chosen. 
After eight decades as a jazz musician, arranger, composer, bandleader, educator, and radio per- 

Gerald Sanley Wilson was born in the small town of Shelby, MS, on September 4, 1918. 
Still working in the days of the horse and buggy, Wilsons father was the towns blacksmith who 
played piano and clarinet. His mother was a schoolteacher who graduated from Jackson State 
University and an accomplished pianist who played at church and school functions. Ironically, 
she did not approve of jazz and never saw him perform in person. 

Drawn to music at an early age, Wilson started playing piano at five, fashioned a wooden ba¬ 
ton and pretended he was a bandleader at eight, and switched over to trumpet at ten. The proud 
owner of a paper route, he read about Louis Armstrong and Earl Hines and all of the great black 
bandleaders of the day, in the African American papers he delivered such as the Chicago Defender 
and the Pittsburgh Courier. He would also stay up till midnight to listen to Duke Ellington radio 
broadcasts from Harlem's Cotton Club. His life's die was cast. 

At the time, Shelby was without a high school for African Americans. After Wilson gradu¬ 
ated from grammar school, his mother sent him to live with a family friend in nearby Memphis 
to attend Manassas High School where Jimmy Lunceford taught music and coached football a 
few years earlier. With his parent's blessings, Wilson moved to Detroit at the start of his junior 
year to attend Cass Technical High School and live with old neighbors from Shelby. Little did he 
know that a life of over seventy years with big bands was about to begin. 

Cass Technical High School was nationally renowned for its music program. As proof of that 
claim, Bobby Byrne, Sam Donahue, Wardell Gray, and A1 McKibbon were among Wilson’s class¬ 
mates. Jimmy Lunceford visited Cass Tech to hear the school band whenever he appeared in De¬ 
troit. During one of Lunceford's visits, Wilson befriended Sy Oliver who invited him to sit next 
to him on the bandstand. He got to know Willie Smith and Dan Grissom and Joe Thomas and 
all the guys in the band. It would prove to be a most beneficial association through the years. 

During his senior year at Cass, Wilson joined the Plantation Club Orchestra that played in the 
basement of Detroit's Hotel Norwood, the hotel that black bandleaders and musicians stayed 
at when they played at the Graystone Ballroom, one of the fabled venues of the Big Band Era. It 
was there that he met and developed lifelong friendships with the likes of Duke Ellington, Count 
Basie, Dizzy Gillespie, and Cab Calloway. Gerald Wilson was now unquestionably on his way to 

Wilson left the Plantation Club in 1939 when he was extended an offer by Chick Carter to 
join his band in Saginaw, MI, where it was playing after completing a successful engagement at 
















In October 1944 Herb Jeffries asked Wilson to organize a band for him to front. Wilson 
quickly formed a band with the best players available that included a young trombonist named 
Melba Liston and his old friend Snooky Young, who came over from Count Basie. Then a seren¬ 
dipitous turn of events occurred: "We were set to open at Sheps Playhouse, a nightclub at First 
and San Pedro, when Herb changed his mind and took advantage of another opportunity. Sheps 
emcee Leonard Reed stepped in and suggested that I open on my own. My dream came true. I 
was now the leader of my own fifteen-piece big band.” 

The Gerald Wilson Orchestra was an instant success buoyed by three radio broadcasts a week 
and a favorable review by noted jazz critic Leonard Feather. They immediately started traveling 
throughout the country, following Duke Ellington into the Apollo Theater in Harlem inl946. 
Wilsons old boss, Jimmy Lunceford, in turn, followed them into the Apollo. Their hit perfor¬ 
mance at the Apollo brought them a ten-week engagement at the El Grotto in Chicago. Wilsons 
vocalist for the date was Joe Williams. Armed with a record contract on the Los Angeles-based 
Excelsior label, Gerald Wilson now had the hottest band on the black theater circuit. 

Success did not come to Gerald Wilson by accident. He had a hard driving swing band that 

of bebop on up tempo tunes and haunting blues tones on ballads. He also had a quality vocalist 
in Dick Gray, who also sang with Benny Carter. It was considered the most adventuresome big 
band of its day. Always striving to develop the best possible ensemble, Wilsons orchestra was 
integrated and had two female musicians. 

By mid 1946 Gerald Wilsons Orchestra was making a then impressive $5,000 a week and was 
scheduled to accompany Louis Jordan on a thirteen-week nationwide tour. As a point of compar¬ 
ison, Joe DiMaggio was paid $42,000 by the New York Yankees to play baseball that year. Then 
came the bombshell as described by Wilson: "I realized I reached the top too soon and hadn't 
even started to do what I wanted to do. I wanted to be able to write all kinds of music, music for 
the movies, radio, television, and symphony orchestras. After I closed with Ella Fitzgerald in St. 
Louis, I disbanded and went home to continue my studies. Everyone thought I was crazy.” 

Once again Wilson returned to Los Angeles, this time to resume his musical explorations, 
including the works of classical composers, to achieve his goal of becoming a complete musician. 
However, a short while after he returned he got a surprise phone call. It was from Duke Elling- 


"Duke was in town playing at the Casa Manana in Culver City," Wilson recalled. "He said 

recording session. I gladly did them for the Master, that's what I called Duke. I didn't mind the 
short notice at all. Any call from Duke Ellington is a definite honor.” 


both his own and Ellington’s compositions, and on occasion played in Ellington's trumpet sec¬ 
tion. Highlights included having Ella Fitzgerald singing his composition "Imagine My Frustra¬ 
tion" that was in the Broadway show Sophisticated Ladies on an Ellington album, having his 
arrangement of" El Gato" played by Ellington at the Newport Jazz Festival, and playing trumpet 
with Ellington's orchestra in the film Anatomy of a Murder. He developed a particularly close 
professional relationship with Billy Strayhorn and a lifelong friendship with Ellington, his idol 
and inspiration. 

In 1948 unsolicited good fortune again came Wilson's way when he was asked by Count Basie 
to fill in for Snooky Young in Basies trumpet section. So began a two-year involvement with 
Basie that included Wilson actually living with Basie in his Long Island home while writing the 
five song"Royal Suite" for Basie's first ever Carnegie Hall concert in 1948. It was an appropriate 
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l.The Van 
Alexander 
Orchestra on 
the boardwalk 
in Atlantic 
City in 1940. 
Alexander is in 
the middle in a 
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2. Van Alexander (right) and Butch Stone of the Les Brown Orchestra working on an arrangement in 1943. 


3. The Van Alexander Orchestra appearing at the Lowes State Theater in Manhattan. 











4. Left to right: Johnny Mandel, Van Alexander, and Manny Albam in the late 1990s. 


5. Benny Goodman at the Hotel Pennsylvania in Manhattan in 1937. 



6. The Horace Heidt Orchestra in 1929. 



7. The Horace Heidt Orchestra in 1936. 












9. The Horace Heidt Orchestra filming Pot O' Gold. 















11. The Horace Heidt Orchestra at 
Lowe's State Theater in Manhattan 
July 1940. 





12. Hazel Scott introducing bass player John Kirby and his Sextet at the Cafe Society Uptown in Manhattan. 


13. "The Kay Kyser Orchestra in the 1939 film That's Right - You’re Wrong. 











14. Left to right: Roc Hillman, Harry Babbitt, Jack Martin, Sully Mason, and Kay Kyser in the 1940 
film You'll Find Out. . 


15. Billy May circa 
1950s. 









18. Alvino Rey and the King Sisters in the early 1940s. 
Left to right: Yvonne, Donna, Alvino Rey, Luise, and Alyce. 



19. Alvino Rey and the King Sisters in the 1943 film Larceny with Music. 





20. Alvino Rey and the King 
Sisters at the Pasadena Civic 
Auditorium around 1951. Left to 
right: Yvonne, Luise, Alvino Rey, 
Marilyn, and Alyce. 


21. The King Sisters in 1965. Left 
to right top row: Alyce, Yvonne, 
Luise. Bottom middle: Marilyn. 















24. Artie Shaw in World War II. 






28. Artie Shaw at the Glen Island Casino in December 1983 with Dick Johnson at the far left. 





30. Orrin Tucker around 1975. 








32. Gerald Wilson with the Jimmy 
Lunceford Orchestra around 1941. 
Left to right: Wilson, Snooky 
Young, and Paul Webster. 


31. Chick Webb and his brass 
section. Webb third from right 
standing next to Mario Bauza 
third from left. 
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ERNANIBERNARDI 
A MAN OF MANY TALENTS 
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lernardi peripherally participated in a major event of the Big Band 
)35 the Dorsey Brothers Orchestra was playing at the Glen Island 
. The constantly bickering brothers had an onstage squabble during 
with Tommy abruptly walking out on the spot without saying a 

took full control of the Dorsey Brothers Orchestra and 
rnardi made an immediate contribution for his new boss 
an Sentimental over You,” Tommy Dorseys theme song 

looked like a movie star. He 


Reflecting on Joe Haymes as a bandleader, Bernardi said:"Ha 

would have his band taken over by someone else and have to start over again. He was a truly good 
guy, and I enjoyed working for him." 

Toward the end of 1935 Bernardi left Dorsey to join the Bob Crosby band, leaving Crosby tc 
spend the summer of 1936 playing with jazz violinist and madcap Joe Venuti in Detroit. After 
the Venuti gig he went back to New York for a saxophone chair with Jimmy Dorseys Orchestra, 
gaining notoriety by becoming one of the first Swing Era musicians to play with 
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In 1938, after over a year of heavy traveling, the Jimmy Dorsey band was playing at the New 
Yorker Hotel in Manhattan when lead saxist Hymie Shertzer left Benny Goodman who was 
playing at the Hotel Pennsylvania. Dave Matthews immediately left Dorsey to replace Shertzer 
joined by Bernardi who also went to Goodman replacing Milt Yaner. 

While with Goodman, Bernardi arranged several songs for Ziggy Elman that were recorded 
on the Bluebird label. One of the songs, “Fralich in Swing," a traditional Hebraic folk song, was 
recorded by Goodman as “And the Angels Sing" in 1939. Featuring a famous trumpet solo by 
Elman and vocal by Martha Tilton, "And the Angels Sing" was number one on the hit parade for 

Bernardi had the highest professional respect for Goodman: "Goodman was very uncommu¬ 
nicative, so you never knew where you stood. He led by musical example. I just sat there every 
night marveling at how he could play the clarinet. That's all he had to do to get the best out of his 
musicians. You couldn't help wanting to play better than you could possibly play." 

In 1939 Bernardi left Goodman to pursue independent arranging and freelancing in New 
York. He also had stints with the CBS radio house band and the Raymond Scott Quintet. Then 
suddenly he was faced with a very pleasant dilemma. Specifically, Bernardi was offered two jobs 
at once, one by his old boss Benny Goodman to play at the San Francisco World's Fair, the other 
by Kay Kyser to play in Hollywood. His choice was to join Kyser. 

In explaining why he went with Kyser, Bernardi talked about where he wanted to permanently 
relocate: "A lot of people at the time questioned why I chose Kyser over Goodman. The reason is 
my wife and I always wanted to settle in Southern California and Kyser was permanently based 
in Hollywood." 

he peak of his popularity with a string of hit re¬ 
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MILT BERNHART 

KEEPER OF THE BIG BAND ERA FLAME 
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BUDDY CHILDERS 


SEVEN DECADES OF LEAD TRUMPET 














: started playing 
id has the high- 


call a set and stand in front of the band and put his trombone to his lip; 
and gently blow. He was warming up the whole time." 

Buddy Childers still fondly remembers Stan Kenton for giving him 
est respect for him as a bandleader, musician, and honest and sensitive human being. Me remains 
in awe of Kentons phenomenal memory and ability to instantly recall the names of fans wherever 
the band performed In turn, important Kenton alumni appreciate and value Childers’s musical 
and personal contributions to the Kenton bands. Legendary Kenton arranger Pete Rugolo talked 
about his association with Childers during a telephone conversation from his home in Sherman 
Oaks, CA. 

“The first trumpet chair was in good hands," Rugolo said."Buddy was a proficient lead trumpet 
player who was able to skillfully play some very demanding arrangements. He also had a good 
sense of humor and was liked by everyone in the band. Buddy got along very well with Stan. In 
fact I always felt that Stan took great pride in discovering him when he was only sixteen years old 
back in St. Louis. Buddy was a key member of Stan's organizations." 

After Childers left Kenton he decided to not take on the myriad responsibilities involved with 
starting his own big band, instead embarking on an eclectic five year whirlwind of activity. He 
played for a short time in Georgie Auld’s big band and sporadically for three years in Charlie Ba 


ce 1946, Childers spent three ar 


t's quintet, serving as Barnet's best man at his eighth marriage in Las Vegas. As a licensed pilot 
i half years flying all over the United States in a Beechcraft 
m. He also did studio and recording work and made two 
Liberty Records, Sam Songs with a quintet and The Buddy 
creatively lyrical soloist. It's easy to get 


Childers Quartet. Bot 
the feeling that both 
In 1959 Childers : 


re having considerable fun playing together, 
l attractive offer to play in Nat Brandywine's house band at the 
el in Las Vegas. He moved there with his family primarily playing in hotel 
bands, returning to Los Angeles in 1966 for a decade of hectic activity, much of which involved 
Quincy Jones: "As soon as I got back to LA I did a Supremes album that Quincy and Billy Byers 
had written most of the music for. During the session Billy, who was sitting in front of me in 
the trombone section, turned around and said,! think Quincy has found himself a bugler.' Billy 
recommended me to Quincy on everything he did. That got me started back in town and a lot 
of work at Motown recording sessions. Quincy was so easy for me to work with. His genius is in 
producing. He knows whom to hire to get the job done. He’s very much like Woody was in that 


Childers continued to live in Los Angeles throughout the 1970s. Ever the Renaissance man, 
as an accomplished photographer he actively photographed jazz album covers and musicians as 
a commercial sideline. Musically, from the late 70s into the early 80s, Childers played with yet 
another big band, the Toshiko Akiyoshi-Lew Tabakin Big Band. He made several albums and 
performed at numerous jazz festivals with them. Childers was challenged by the band's complex 
musical scores and found them stimulating to play. 

After considerable professional soul searching, Childers moved to Chicago in 1982. It was 
there that he recorded his first album as a bandleader, Just Buddy’s, with a roaring seventeen-piece 
big band. He played at a jazz club in Chicago for over a year gathering material for the project. 
Then along came an opportunity for what would prove to be a decade-long association that 
would be his last activity prior to retiring. 

Come 1984 Childers permanently moved back to Los Angeles and accepted an offer from 
Frank Sinatra Jr. to become a member of his band. He spent the next ten years playing and ar¬ 
ranging with the band, the last six of which involved working with Frank Sinatra Sr. as well. 
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Australia: “Buddy and I are good friends. I saw him with Kenton and was always amazed at how 
he became a great lead trumpet player at such an early age. As his career evolved he also became 
a fine jazz trumpet player and arranger. We had some great times playing together with Percy 
Faith’s Orchestra on Percy's tours to Japan and with Bill Holman and several other big bands 
around Los Angeles. He’s a wonderful person and truly deserves the Society's Lifetime Achieve - 

While relaxing at his home a few months before he passed away on May 24,2007, Childers re¬ 
flected on his life: "I’m grateful to God for giving me the talents and opportunities to accomplish 
what I've achieved in my lifetime. It’s a gift and I’ve nothing to do with it. At best I’m a vehicle. 
I was fortunate to have started my professional career at sixteen with Stan Kenton. I’ve had the 
opportunity to travel the world playing music, and my five children are the joy of my life. From 
the time I was a little kid I wanted to be a pilot and I spent over fifty years flying commercially 
and for fun. I couldn't be more thankful for being blessed with a full life.” 


JACK COSTANZO 
MISTER BONGO 


f ever asked the question who introduced the bongo to American music the correct answer 



would be Jack Costanzo. Dubbed Mr. Bongo by the late jazz writer Leonard Feather, Jack 


-L Costanzo was instrumental in bringing the bongo to public recognition through his ground¬ 
breaking work with the innovative Stan Kenton Orchestra in the late 1940s. He went on to a 
storied musical career playing bongos and congas with Nat "King'' Cole for five years and, in the 
1950s and 60s, building a notable body of work in film, live entertainment, television, and the 
recording industry with his fiery Latin jazz albums. But now Mr. Bongo is prominently back on 
the music scene thanks to a pair of hot tropical albums he recently recorded. They have been 
critically acclaimed and are selling extremely well. Here is the story of his prolific seven-decade 
career in big band and Afro-Cuban jazz. 

In their The Biographical Encyclopedia of Jazz Leonard Feather and Ira Gitler list James Costan- 
zo's birth date as September 24,1922. He was born of Italian heritage in Chicago at St. Michael’s 
hospital and grew up on the Windy City’s north side living in both the Irving Park Road area 
and an Italian neighborhood located around the intersection of North and Cleveland Avenues, 
Costanzo acquired the nickname Jack in honor of his paternal grandfather. 

When a teenage Jack Costanzo decided to stop by a local thrift shop, he had no idea his life was 
about to forever change. While rummaging through the merchandise, he found and purchased a 
RCA album recorded by the eleven-piece Cuban band Orquesta Casino de la Playa that featured 
the legendary sonero Miguelito Valdez, who had the first ever hit recording of “Babalu” in 1939 
and gained fame in the United States singing with Xavier Cugat. He was mesmerized by the 
complex Afro-Cuban rhythms and quickly became a Latin music devotee. 

Costanzo started frequenting Chicago’s north side Merry Garden Ballroom when he was only 
fourteen years old. It was there that two career-shaping events took place. First, a Puerto Rican 
band played a two-week engagement at the Ballroom. It was the first live Latin band Costanzo 
ever saw. He was awestruck by the band’s bongo player and decided to learn the instrument while 
he was watching the drummer perform. However, there was a problem. He did not have a set of 

What happened next was described by Costanzo in a 2001 interview with Jose Rizo on his 
Friday night KKJZ-FM Jazz on the Lain Side radio show:“I made my first bongos using wiped 
out butter tubs with bass drum heads as covers. We used to heat the skins to tighten them. I can’t 
tell you how many skins I burned, I started out by copying the bongo players on the Casino de la 
Playa record. At first I didn’t know where my hands would go. I’d fake it and eventually came up 
with my own technique. I finally got comfortable and progressed beyond straight rhythm.” 

The second event that impacted Costanzo's career occurred when the Ballroom owner, a Mr. 
Rice, who later became active in Chicago politics, introduced him to Marda Saxon. She was a 
professional singer, five years his senior, who was singing at the Merry Garden with Carlos Mo¬ 
lina's Tango Orchestra that worked the society circuit at hotels and ballrooms. They paired up 
and entered a regional dance contest sponsored by the Chicago Examiner, winning the fox trot 
competition. The prize was a trip to New York to work at the Paramount Theater. However, 
Costanzo had other ideas. He boldly talked the paper into giving them cash instead, using the 
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money to buy a wardrobe for their newly formed dance team. He refined his bongo skills while 
playing during Marda's solo numbers, following her footwork, accenting with the bongos. 

Costanzo and Saxon married during World War II while he was serving in the Navy as an 
aviation ordinance petty officer. After he was discharged in 1945, the couple settled in Los An¬ 
geles and taught dance lessons at the Beverly Hills Hotel. Then, while jamming at a Hollywood 
nightclub, he was discovered by popular Los Angeles orchestra leader and singer Bobby Ramos 
who had just landed a contract to play at the prestigious Trocadero on the Sunset Strip. But 
Ramos did not have a bongo player in the band. He liked what he saw at the jam session and in 
January 1946 hired Costanzo, His professional career as a bongocero was officially launched. 

Nineteen forty-six was also a landmark year in the musical development of Stan Kenton. Late 
that year he met Frank Grillo, better known as Machito, in New York. Kenton immediately be¬ 
came enamored with Afro-Cuban music, so much so that in a 1966 interview with Chuck Cecil 
on his Swingin’ Years radio show he stated that he seriously considered changing his name to 
Stanley Martinez. In early 1947 Kenton recorded the Pete Rugolo arrangement of “Machito" as 
a tribute to the great Cuban bandleader who was instrumental in the development of Latin jazz. 
The two became admirers of each other's music and close friends. 

While Kenton was immersing himself in Afro-Cuban jazz, Jack Costanzo was building a repu¬ 
tation as an exceptional bongo player. In late 1946 he left Bobby Ramos to join the Lecuona 
Cuban Boys, appearing with them at the Million Dollar Theater in Los Angeles, the Tracedero, 
and the Copacabana in Manhattan. It was with the Lecuona Cuban Boys that Costanzo played 
the conga drums for the first time. Today, he plays congas almost exclusively. Next came a stint 
with veteran Cuban bandleader Rene Touzet. Little did Costanzo realize that with each move he 
was better positioning himself for a major breakthrough to wide spread recognition. 

It all came together in July of 1947 at the Masquerade Club in Hollywood where Costanzo 
was drumming and dancing with Marda in Touzet's band. Much to his surprise, in walked Stan 
Kenton who was looking for a bongo player to feature in the new band he was forming and of¬ 
fered him the job. He jumped at the chance to join what would become both Down Beat and 
Metronome magazine’s big band of the year. Jack Costanzo was on his way to joining the elite of 
the jazz world. 

What followed next was a magical year-and-a-half run with Kenton's Progressive Jazz Orches¬ 
tra that did indeed make Jack Costanzo a household name. He was featured on numerous Latin 
songs that were arranged by Pete Rugolo. For Costanzo to showcase his skills as a percussionist, 
Rugolo specifically wrote one number, “Bongo Riff" His work during that period was of such 
excellence that he won the public admiration of no less than Machito and Leonard Feather, who 
anointed him Mr. Bongo while they were standing on the platform of the 30 th Street Station in 
Philadelphia waiting for a train to go to New York to play the Paramount Theater. 

One particular Kenton recording stands out for its historical significance in the archives of 
Afro-Cuban jazz. On December 6,1947, at the RKO-Pathe Studios in New York City, Kenton 
recorded Rugolo’s arrangement of “Cuban Carnival” and a head arrangement of a Cuban tune 
“The Peanut Vendor," first introduced in America by Don Azpiazu’s Havana Casino Orchestra 
at New York’s Place Theater in 1930. Included in this recording session along with Costanzo on 
bongos were Machito and Rene Touzet on maracas, Jose Mangual on timbales, and Carlos Vidal 
on congas. With “Artistry in Rhythm” and “Intermission Riffi” the “The Peanut Vendor” would 
be one of the most requested melodies from the Kenton book through the years. A few weeks 
later Machito and Vidal again collaborated with Costanzo and Kenton to record “Bongo Riffi" 
"Introduction to a Latin Rhythm,” and “Journey to Brazil." According to Latin jazz historian Max 
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Salazar, Machito was impressed by the ability of Kenton’s musicians to adapt to Latin rhythms 
and frequently reminisced about his association with Kenton as a memorable part of his career. 

Pete Rugolo spoke highly of his thirteen-month association with Costanzo during a recent in¬ 
terview: "Jack did not know how to read music when he joined the band, but he learned fast. He 
was easy to get along with and all the guys in the band chipped in and helped him out, especially 
Shelly Manne and Eddie Safranski, his roommate on the road. Jack had a good ear, excellent 
technical skills, and was blessed with a natural sense of rhythm. He was an important contribu¬ 
tor to Stan’s Progressive Jazz Orchestra.” 

In December of 1948 Kenton disbanded to embark on an extended sabbatical from the music 
business. It marked the end of his Progressive Jazz Orchestra and the beginning of a five-year 
association for Costanzo with Nat "King” Cole and his Trio. He talked about the humorous 
misunderstanding that occurred when Cole hired him on Rizo’s show: "After Kenton broke the 
band up I went to Miami for a vacation. While I was there my brother called and said there was 
an ad in DownBeat by Nat stating that he was looking for Stan's bongo player. When I got back 
to California my brother called again and said that Nat thinks he hired you. So he went to see 
Nat at the Blue Note nightclub in Chicago where he was playing and showed him my picture. 
Nat immediately realized he hired the wrong person. It got straightened out and I joined Nat in 
February, just in time for the Trio's tour with Woody Herman.” 

Thanks to “Nature Boy,” a 1948 number one million seller for eight consecutive weeks, Nat 
Cole was a full-fledged star when Costanzo joined the trio. However, Cole always had a restless 
eye toward expanding the Trio’s musical growth. With the addition of Costanzo, Cole was now 
able to develop new rhythmic approaches that included forays into bebop. 

After the Progressive Jazz Orchestra broke up, Capitol Records quickly hired Pete Rugolo 
as a producer. He frequently arranged for Cole and had an opportunity to observe the impact 
Costanzo had on the Trio: "I always thought that Nat’s playing style served as a link between Earl 
Hines and bebop pianists like Bud Powell. With Jack on board Nat was able to branch out and 
make some sophisticated bebop recordings in 1949 like "Bop Kick” and "Laugh! Cool Clown." 
Nat also ventured into calypso music that year with Jack doing excellent percussion work on 
"Calypso Blues.” 

The truth be told, Costanzo was most comfortable participating in the bebop movement. In 
the early 50s he would frequently jam at the Monday evening professional musician’s jam ses¬ 
sion at Birdland with the likes of Miles Davis, Dizzy Gillespie, Charlie Parker, and Bud Powell. 
Costanzo commented on his friendship with Powell from his home near San Diego: "Bud gave 
me one of the greatest compliments I ever received. We were cooking one night at Birdland when 
he came up to me and said,’What a great feeling it is to have a guy who knows how to play conga 
drums to jazz.’” 

Cole frequently spent after hours on the road with Costanzo. Sammy Davis Jr, would join 
them whenever he was in town. As a result of this personal association, they confided in each 
other and developed a lifelong friendship. Costanzo was also close to Cole's wife Maria. They 
often discussed a variety of topics ranging from events of the day to the latest developments in 
fashion and the arts. 

Costanzo enthusiastically discussed his relationship with Cole: “The two greatest persons I 
have ever known and worked for were Stan Kenton and Nat Cole. Nat was a perfect gentleman 
and very loyal to his friends. He once volunteered to help me promote a new line of conga drums 
that my friend Pepe Martinez was putting on the market. He did that purely as a personal favor. 
I remember some great times hanging out together and I’m still honored that Nat hired me be¬ 
cause he thought I was the best man for the job.” 
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In October of 1953 Costanzo and Cole came to an amicable parting of their ways as told by 
Costanzo: “I was planning to leave Nat because there was nothing more for me to accomplish. 
He evolved to become a vocal personality and the only work I did was on “Calypso Blues,” and 
he and I did it all alone. While we were at the Fairmont Hotel in San Francisco he told me he 
would like to talk to me. We went to the Libra Lounge and he explained that he wanted to try a 
regular drummer. I said'Nat, I’m so glad you told me because I was thinking of leaving anyway.” 
We parted the best of friends.” 

The stage was now set for Costanzo to branch out into myriad entertainment idioms. He 
kept active working with musicians by touring with Peggy Lee over the next three years. He 
also established himself in the movies. Through the 50s and 60s he appeared in eleven films as 
a musician. His single talking role was in Harum Scarum with Elvis Presley. Costanzo was also 
involved in more sound tracks than he can actually remember. One of the more memorable was 
his bongos background in the film noir classic Touch of Evil. 

Then there was television. During that period Costanzo appeared on numerous television 
shows. The most prominent were the Ed Sullivan, Dinah Shore, Art Linkletter, and Frank Sinatra 
shows, and more than a few jazz specials. His friend Judy Garland made a special trip to a Hol¬ 
lywood nightclub he was performing at to ask him to dance and play bongos on her GE special. 
He also played background music on many TV shows. It is Costanzo’s bongo work that sets the 
dramatic tone to the Mission Impossible theme. 

During the 50s, the time of the Beat Generation, it became popular to learn how to play the 
bongos. Thanks to his Hollywood associations, Costanzo became known as the “Bongo Teacher 
to the Stars.” It was a well-deserved sobriquet that developed from his personal tutelage of movie 
stars who included Gary Cooper, James Dean, Betty Grable, Zsa Zsa Gabor, Van Johnson, and 
Hugh O’Brian. Costanzo and Gabor would go on to become close personal friends. He also 
taught bongos to Carolyn Jones to prepare her for her film role in Hole in the Head and Jack 
Lemon for his in Bell, Book and Candle. 

Finally, in the mid-1960s Costanzo became the top-recording percussionist in Los Angeles. 
However, his work was not restricted to just jazz. He recorded with numerous pop singers and 
rock' n' roll groups, including Bobby Darin and the Supremes. In fact, Costanzo was the first 
Latin drummer to play rock’n’ roll music. 

All this exposure made Costanzo well known in entertainment circles. As a result, he would 
often rub elbows with many famous movie stars of the day. Three in particular stand out: “I knew 
Ava Gardner, Betty Grable, and Marilyn Monroe very well. All three were very down to earth 
and seemed to have the feeling that they were given more than they were talented enough to 
deserve. They were all a pleasure to work with, not the least bit temperamental.” 

But the jewel of Costanzo’s post Kenton-Cole period was his work as a bandleader. Between 
1954 and 1971 fourteen of his own tropical music albums were released. However, his first al¬ 
bum, Afro Cuban Jazz North of the Border, was recorded live by Costanzo as told on Jazz on the 
Latin Side;" I put together a great pickup band with guys like Zoot Sims, Joe Comfort, Bill Hol¬ 
man, and Herbie Steward to play at the California Club in West Los Angeles. A friend of mine 
came in with a home recording set and recorded us. I took it to Norman Granz and told him I’d 
like to record it for an album. He said,'You don't have to, we’ll release it as is.’” 

A year later, in 1955, Costanzo recorded his first album with his own band. Produced by Gene 
Norman and released on GNP Crescendo Records, it was titled Mr. Bongo Jack Costanzo and his 
Afro Cuban Band. Among the musicians in his first group were pianist Eddie Cano, with whom 
he would frequently collaborate over the years, and trumpeter Paul Lopez, who over the last fifty 
years has crafted myriad sizzling Latin jazz arrangements for him. 
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After twenty-five years in the fast lane, Costanzo decided to slow down and smell the roses. 
In 1972 he moved with his then wife, former Playboy bunny Gerrie Woo, to San Diego, They 
continued to entertain through 1987 with their show band, which debuted at the Sahara Hotel 
in Las Vegas in 1966, at nightclubs, and on USO tours in Southeast Asia during the Vietnam 
conflict. Costanzo then segued into semi-retirement playing occasional engagements until 2000, 
the year he jumpstarted his spectacular comeback. 

Jack Costanzo’s return to public recognition started with the release of Chicken and Rice by 
GNP Crescendo, his first album in twenty-nine years. Next came two blockbuster albums that 
firmly propelled him back to national prominence in the world of jazz. 

Thanks to the exposure he gained from having several of his recordings included in three 
albums of the late 1990s Capitol Records Ultra-Lounge series, Costanzo put together a band 
comprising San Diego-based musicians that recorded Back to Havana on the CuBop label. It 
was released in 2001, followed by Scorching the Skins, also on CuBop, in early 2002. Both were 
produced by world-class timbalero Bobby Matos, With two new smash albums, and national 
media exposure. Jack Costanzo was back. 

Contributing to the popularity of Costanzo’s band is his vocalist, the striking Marilu, Born in 
Panama, she was discovered by him while singing with a San Diego salsa band. Constantly active 
on stage with sinuously graceful dance movements, she patterns her vocal style after Celia Cruz 
but sounds very much like La Lupe. Costanzo has put together a crowd-pleasing combination 
that rhythmically cooks. 

With his current popularity, not to be overlooked is Costanzo's influence on contemporary 
Latin jazz musicians. Classically trained violinist Susie Hansen has a popular Los Angeles Latin 
jazz band that incorporates a strong dose of classic Cuban charanga. At a recent private engage¬ 
ment in Burbank, CA, she commented on the effect Costanzo has on the current scene: “Jack 
Costanzo influences the musicians of today to stay true to the traditions of Latin jazz. He plays 
jazz with all its improvisation, and it’s also dance music that is really swinging. He is respectful of 
the music of the past and brings it into the present, reminding us all of our musical roots.’’ 

What do other members of the Latin jazz community have to say about Costanzo? Legendary 
Los Angeles Latin music disc jockey Lionel “Chico’’ Sesma is now retired and lives in East Los 
Angeles. He recently assessed Costanzo’s musical impact: “Starting in 1954 for almost twenty 
years I promoted monthly dances called Latin Holiday at the Hollywood Palladium. Jack was 
always a big draw. Historically, he played an important part in establishing what the huge popu¬ 
larity of Latin jazz is now." 

Finally, Costanzo’s role in Latin jazz history is cited in scholarly research. Several books such 
as Isabelle Leymaire’s Cuban Fire, John Storm Robert’s Latin Jazz, and Scott Yanow’s Afro-Cuban 
Jazz document his contributions to the genre. He also made presentations and played at major 
jazz symposiums such as the International Association for Jazz Education National Conference 
in 2005 and the Los Angeles Jazz Institute's Latin Jazz Festival in 2008, 

Over sixty years have gone by since Jack Costanzo joined Stan Kenton’s Progressive Jazz Or¬ 
chestra. When asked to reflect on his wide-ranging career he said:'Tve had some great memories, 
four Carnegie Hall appearances with Kenton and Cole, seven trips to Cuba to jam with their best 
musicians, and personal friendships with many of the greats of Latin jazz like Perez Prado and 
Cal Tjader. But my utmost compliment came from my good friend Max Salazar when he once 
said to me, ’Jack, you are the pioneer. You are the guy who opened the door for bongo players to 
the music business.'” 



ROSALIND CRON AND THE 
INTERNATIONAL SWEETHEARTS OF RHYTHM 



adly underappreciated in jazz history are the contributions of the all-female big bands 
that first came to public attention during the 1930s. These women ensembles peaked dur- 


Wing World War II, experienced a postwar slump in activity, and then made a comeback 
starting in the 1980s. Alto saxophonist, clarinetist, and flutist Rosalind Cron spanned both eras 
playing with the International Sweethearts of Rhythm during the war and co-founding the con¬ 
temporary Maiden Voyage Orchestra in 1978. She has played a significant role in the annals of 


all-female big band jazz. 


Rosalind Cron was born in Boston on April 23, 1925, to a musically talented Jewish family. 
Her father, a Russian immigrant who left school in the third grade to help support his mother, 
played violin and her American-born mother studied piano. Cron's late brother also carried on 
her family’s music tradition as a folk singer and guitarist. A published author, he was a devotee of 
both jazz and classical music. 

While Cron was growing up in Newton, MA, late night big band remote radio broadcasts 
played an important part in influencing her direction in music. She talked about those days at 
her apartment in the Horace Heidt Estates in Sherman Oaks, CA: “When I was nine years old 
my dad decided it was time for me to take music lessons, but he knew I didn't have the tempera¬ 
ment for the violin, so he suggested I listen to the big bands play at the hotels on our Atwater 
Kent radio. One evening I heard a sound that I loved and it happened to be a saxophone. So my 
dad looked in the paper and discovered that in nearby Waltham, for $3 a month, you could rent 
a silver saxophone and take lessons from a Mr. Steele. That’s how I got started.” 

And what a start it was. Cron entered seventh grade lugging her saxophone to band rehearsals 
and quickly developed a schoolgirl crush on the ninth grade first clarinetist, Serge Chaloff, who 
became her mentor until he graduated from Newton High School. Chaloff would later become 
a member of Woody Hermans Four Brothers Band and a legendary jazz baritone saxophonist. 
During her junior year she met classmate George Wein who founded the Newport Jazz Festival 
in 1954. Wein had just started a Sunday afternoon rehearsal band in the basement of his parent's 
home. It was with Wein’s band, sitting between Hal McKusick on lead alto sax and Chaloff on 
baritone sax, that Cron learned the fundamentals of section work. 

An eye-opening experience occurred during Cron’s junior year when Eddie Durham’s All-Star 
Girl Orchestra played at the Raymor Ballroom in Boston. Cron relates: “I went to see the band 
play with my horn in hand. During a break I asked Eddie if I could sit in. He said sure. After 
sitting in for most of the night, I was asked by him to join the band. I thanked him but told him 
I had to finish high school first. I knew that night that I was determined to go on the road with 
a big band as soon as I graduated from high school.” 

Cron also experienced a surprise brush with the authorities: “During my junior and senior 
years I worked quite regularly around Boston, frequently with my friend, pianist Nat Pierce. The 
war made inroads in the ranks of young musicians and I found myself in demand by all-male 
big bands. I played quite a bit with George Graham who had a magnificent local big band and 
with small groups at supper clubs during the summer. In my senior year I was playing with a trio 
five nights a week in a cellar club doing my homework on the bus and subway and between sets 






until one night I was discovered by the Alcohol Beverage Control Commission. They asked me 
to leave immediately because I was under age.” 

A few weeks after high school graduation in 1943 Cron received an unexpected telephone 
call from Murray Rose, manager of Ada Leonard’s popular Chicago based All-American Girl 
Orchestra. Leonard put together an all-female big band that debuted in Chicago at the State 
Lake Theater on December 20,1940, followed by successful USO tours in 1941 and 1942. Rose 
extended an offer to Cron to join the band before its opening at the Oriental Theater in Chicago, 
To this day she does not know how her name was brought to Leonard's attention. 

"My association with Ada Leonard gave me the opportunity to work with fine women musi¬ 
cians from around the country for the first time,” Cron said. "I really enjoyed working with Ada. 
She was a great lady on and off the stage and ran a classy organization. But after we finished 
playing at the Oriental we went on a few months of one-nighters through the South traveling on 
hot and dusty trains and eating in greasy cafes. I came down with trench mouth twice and after 
only three months with Ada I was sent home. I was crushed.” 

As soon as Cron arrived back in Newton she started working in her father’s waste paper busi¬ 
ness driving his truck and helping manually bale the paper brought to his shop. Then late in 
1943 an unexpected opportunity materialized to join the International Sweethearts of Rhythm, 
a racially mixed ensemble that is still considered to be the best all-women swing band of its time. 
Cron tells how it came about. 

"George Graham dissolved his successful big band in Boston and was playing with Vido 
Musso's band at the Strand Theater in Manhattan,” Cron explained. “He had heard about the 
Sweethearts, who were playing up at the Apollo Theater in Harlem, and went to hear them be¬ 
tween sets. George was so taken aback by their playing that he went backstage to congratulate 
everybody. That's when the Sweethearts’s manager, Mrs. Rae Lee Jones, told him that they had 
an opening for a lead alto player because Margie Pettiford, Oscar Pettiford’s sister, became ill and 
had to go back home to the Midwest. George suggested me to replace her and then he and Mrs. 
Jones phoned me at home to make an offer. After consulting with my parents I called Mrs. Jones 
back a few hours later at the Hotel Theresa in Harlem to tell her I’d accept and I joined the band 
a few days later in New Britain, CT.” 

The International Sweethearts of Rhythm Orchestra was organized in 1937 by Laurence Clif¬ 
ton Jones (no relation to Rae Lee Jones), an educator and graduate of the University of Iowa 
who founded the Piney Woods Country Life School in 1909. It is one of the few remaining 
black boarding schools in the United States. Located near Jackson, MS, Piney Woods provides 
disadvantaged African American youth the opportunity for excellence in education with a broad 
curriculum. Jones was a featured subject on the late Ralph Edwards T his Is Your Life television 
show in the 1950s. 

A shrewd observer of current trends in entertainment, Jones regularly listened to Phil Spi- 
talny’s all-female Hour of Charm Orchestra on their network radio show that debuted in 1935 
and in 1937 saw Ina Rae Hutton and her all-female Melodears perform in Chicago. Recognized 
for his astuteness in promotion and public relations, he opportunistically decided to take advan¬ 
tage of the fame those bands enjoyed and in 1937 formed an all-girl orchestra from the students 
at Piney Woods to tour and raise funds for the school. All the young girls he selected to learn 
an instrument and play in the band were in their early teens. Jones named the group the Inter¬ 
national Sweethearts of Rhythm because in addition to African-American musicians there were 
band members of mixed African American parentage that included young women with Chinese, 
Hawaiian, Italian, Mexican, Native American, and Puerto Rican backgrounds. 
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The Sweethearts developed into a solid swing band and in 1939 branched out from Missis¬ 
sippi and started to tour through the South and Midwest. However, by April 1941 they became 
dissatisfied with their relationship with Piney Woods and left the institution to strike out on 
their own with assurances from Washington, D.C., businessman Daniel Gary. With assistance 
from Gary they moved their base of operation to a home in Arlington, VA, that became known 
as the Sweetheart House. Boxing immortal Joe Louis was a frequent visitor to the House. 

A few months after the Sweethearts moved north they fully established their reputation play¬ 
ing with Jimmy Lunceford-like power and drive at a record breaking performance at the Howard 
Theater in Washington, D.C. Successful engagements followed at the Apollo Theater and Savoy 
Ballroom in New York along with tours of the top black theaters, traveling in their own bus fit¬ 
ted with overnight sleeping accommodations. There were also battles of the bands with Erskine 
Hawkins, Fletcher Hendrson, and Earl Hines. Louis Armstrong and Count Basie took an inter¬ 
est in the band and frequently watched them perform at the Apollo. With solid arrangements 
provided by musical directors Eddie Durham and Jessie Stone the Sweethearts were the nation's 
top all-female big band when Rosalind Cron became the second white musician to join them at 
the end of 1943. The first was Toby Butler who played trumpet. Butler was actually orphaned at 
five years of age and brought up by an African American family in a small town in Virginia. It is 
interesting to conjecture how this adoption was managed given the Jim Crow laws that existed at 

The week after Cron came aboard, Detroit arranger and composer Maurice King, who later 
wrote and arranged for numerous Motown artists, took over as musical director and a whole new 
world opened up for her. Rehearsals were long and hard and the music became challenging to 
play. King who wrote the band’s theme song that featured Cron, also started writing original bal¬ 
lads for the alto saxophone to further showcase her. His rigorous rehearsing paid off. The Sweet¬ 
hearts became stronger and tighter and were soon positively compared in the African American 
press to Fletcher Henderson's band. 

In addition to being rigorously rehearsed by King the Sweethearts had outstanding musicians 
as told by Cron: “Anna Mae Winburn, who was a trained musician, fronted the band and sang. 
She had a terrific stage presence and was an excellent vocalist as was Evelyn McGee. Vi Burnside 

of in those days for a woman musician. I always enjoyed the work of Pauline Braddy, a superb 
drummer who could hold her own with any percussionist, male or female. Even Sid Catlett and 
Jo Jones admired her skill. Two hundred fifty pound Tiny Davis played a powerful trumpet and 
had the ability to spark the band with her music and personality. At one point Louis Armstrong 
unsuccessfully tried to hire her for his band. They were all fine musicians.” 

In the summer of 1944 the Sweethearts headed west to Los Angeles to play at Joe Morris’s 
Plantation Club in Watts. They made their way performing at numerous military bases, start¬ 
ing in the South on through the Southwest. The wildly enthusiastic morale-boosting reception 
they received from GIs, along with extra rationed gas stamps and food they were given by base 
personnel, sustained them on their several-week trek west. 

After considerable success at the Plantation Club small gigs were interspersed by a three week 
stay at Curtis Mosby’s Club Alabam on Central Avenue. Herb Jeffries was with them for the last 
week and their show was broadcast on a nightly fifteen minute radio program. However, there 
were problems at the Alabam as told by Jeffries during a telephone conversation from his office in 
Palm Desert, CA:'T remember that the Club Alabam was padlocked shut by the IRS because of 
tax problems the last day of our gig. I got paid because I always arranged for payment in advance. 
The Sweethearts didn't do that and as a result they didn't get paid.” 
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Jeffries commented on his experience with the Sweethearts: “The Sweethearts were not a nov¬ 
elty act. They were a very good swing band with excellent soloists, including Rosalind Cron. I 
enjoyed listening to them play. The customers at the Alabam were always hard to please and the 
Sweethearts passed the test. The patrons enthusiastically responded to their sound.” 

During this time Cron and the Sweethearts’ trumpeter Jean Star decided to catch Benny Cart¬ 
er and his band who were playing Sunday afternoons at a club on Hollywood Boulevard: "For 
two straight Sundays we took our horns and traveled on the Red Car to sit in with the band for 
a couple of sets. Playing next to Vido Musso is a treasured memory. What chutzpah we had in 
those days. At the end of Carter’s gig Jean was invited to join his trumpet section and left town 
with the band.” 

The Sweethearts spent nearly two months in Los Angeles performing at the Plantation and 
Alabam and appearing on four Armed Forces Radio Services Jubilee shows that featured the ir¬ 
repressible Ernie "Bubbles” Whitman as emcee. They also experienced a dose of discrimination 
that was costly to them when they lost an opportunity to play at the Orpheum Theater in down¬ 
town Los Angeles because a major country western star refused to share billing with them. All 
in all, 1944 proved to be a good year for the Sweethearts with the annual DownBeat poll ranking 
them as America's number one all-female orchestra from among the myriad women bands that 
were active during the war years. 

A major highlight of Cron’s time with the Sweethearts was their six month USO tour of Eu¬ 
rope from July 1945 to January 1946. The tour came about as a result of their Jubilee broadcasts 
that prompted black GIs overseas to write to see them perform live. They landed in Le Havre, 
France, and went to Paris for three weeks where they played at the Olympia Theater and then 
on to Germany attached to the Third and Seventh Armies. The Sweethearts played all through 
Germany traveling in three trucks, one with a hole in the roof, to venues ranging from the Stutt¬ 
gart Opera House to military bases and airfields. Cron recalled the weather conditions: “That 
winter was bitterly cold. We were provided only one uniform that included two shirts, two skirts, 
a jacket, a pair of slacks, and a cute little cap. I don’t know what we would have done without the 
black soldiers who were base quartermasters. They came to our rescue providing us long johns, 
pants, boots, mittens, and woolen caps.” 

Notwithstanding positive experiences performing in Europe and Los Angeles, life on the road 
with the Sweethearts was not without problems. Cron remembers that traveling through the 
South as a white girl in a black band was not easy and that there were many close calls with the 
authorities. 

' It was very difficult and an eye opener because coming from the area of Boston I grew up in 
I was not aware of racial prejudice,” Cron recalled. "When I first heard of Jim Crow I thought 
it was a person I would meet, not the name for segregated laws. I actually spent a night in jail 
in El Paso in a darkened cell for walking in public with a black soldier who was in uniform. In 
the South I disguised that I was white on stage with makeup and different wigs to avoid trouble 
when the local sheriff came to check if there were any white musicians in the band. I will always 
remember the many wonderful black families that had me in their homes to spend the night 
when there were no public accommodations at great risk to themselves,” 

Rosalind Cron’s association with the Sweethearts was an experience she has not forgotten: 
“My years with the Sweethearts shaped my life. I learned about the depth of racial prejudice and 
segregation that existed and personally experienced both. I also formed long-lasting friendships 
that I continue to cherish. Many of us still talk on the phone sharing our experiences and keeping 
up with each other. It's a unique bond that I haven't been able to replicate with many others over 
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When the International Sweethearts of Rhythm returned from their USO tour in January 
1946 Cron decided to leave the organization. Two factors came into play. She was disillusioned 
because she and the band members felt they were being exploited with substandard pay plus she 
was exhausted from the constant travel. The time had come to move on so Cron set out with her 
best friend from the band, saxophonist Helen Saine: “Everyone called her Saine. She was five 
feet seven, half black and half Italian, striking in looks, and went out several times with both Joe 
Louis and Sugar Ray Robinson. She was loved by everyone for her sweetness of character and 
kindness.” 

The pair rented a cold-water, fourth floor apartment in Spanish Harlem. Cron played in a 
four-piece combo led by Estelle Slavin in a piano bar while Saine attended modeling school. In 
April they went their separate ways when Saine moved to Chicago to be closer to her fiance. 
Cron returned home to Newton where she spent an unhappy few months working as a book¬ 
keeper in a bank and occasionally playing in local rehearsal bands due to limited professional 
opportunities in music, as most work went to male musicians who returned from the war. She 
also studied clarinet with former principal clarinetist in the Boston Symphony, Emile Arcieri, 
and experienced a change in the course of her personal life. 

In 1948 Cron became inactive in music when she married a visiting non-musician from Cali¬ 
fornia. They had two sons in the 1950s. She and her husband spent 1949-1950 in Arizona 
where he studied at the American Institute for Foreign Trade then moved to the New York area 
before they permanently settled in Los Angeles in 1953. Cron studied Portuguese at the Institute 
while her husband was enrolled there. There was a health issue when she was struck with polio 
shortly after they moved to Southern California. After fully recovering in 1959 Cron launched a 
musical comeback when she started playing in the clarinet section of the Santa Monica Concert 
Band and the sax section of their big swing band. Next to come was a decade of musical satisfac- 

“The 1960s were a very good time for me musically,” Cron enthusiastically commented.'! mar¬ 
ried trombonist Bob Pring after I divorced my first husband and started to teach clarinet to 
beginners and played with the concert band until 1970. Through answering an ad in the Local 
47 Overture I also spent seven years with Kay Carlson’s weekly rehearsal band which was even¬ 
tually taken over by the late Dick Cary, who was a superb arranger and played several instru¬ 
ments, That was a high spot of my musical life. I sat side-by-side with Herbie Steward for a few 
years and played with great musicians like Teddy Edwards, Bill Perkins, Rex Stewart, and Zeke 
Zarchy. During that period I was doing the best playing I had ever done." 

Unfortunately, Cron's musical activities were interrupted in the early 1970s when she experi¬ 
enced an accident caused by her hypoglycemic condition. That incident brought about the end 
of a quintet she had just formed. She did continue her career as an executive secretary in the 
insurance industry in which she had been working since 1967. Cron did not seriously return to 
involvement in the world of music until 1978, thanks to a social gathering she held for the leg¬ 
endary pianist Marian McPartland. 

“When my brother was in New York on business in the mid 70s he stopped by The Carlyle 
Hotel to listen to Marian McPartland playf exclaimed Cron. “He sketched her and during a 
break showed her his work and gave her my phone number because he knew that we were both 
interested in writing about women musicians. She called me and we talked on the phone several 
times over the next few years. I provided her contact information for all the Sweethearts and she 
called them whenever she worked the cities in which they lived. In 1978 Marian phoned to tell 
me she was coming to LA for a gig, sol put on an open house for her in my apartment in Korea- 
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town that was attended by female musicians from all over the West Coast. We had a fantastic 

Marian McPartland vividly recalled the event from her home in Port Washington, NY: "I en¬ 
joyed Roz’s gathering and very much appreciate all the work she did putting it together. We 
became friends for life and she was of great help in providing me material for the chapter on 
the Sweethearts in my book Marian McPartland’s Jazz Life. She’s a fine musician and one of my 
favorites.’’ 

Soon after the McPartland soiree, Cron resumed playing alto and clarinet and formed an all- 
female rehearsal band with Los Angeles drummer Bonnie Janofsky, whom she met at an upstairs 
club on Lincoln Boulevard in Santa Monica. It was the band that in the early 1980s evolved 
to become the seventeen-piece all-female Maiden Voyage Orchestra currently led by jazz saxo¬ 
phonist and flutist Ann Patterson. Eventually, burdened with juggling an onslaught of secretarial 
jobs with temp agencies. Cron turned the band over to Janofsky. Today, Maiden Voyage, along 
with the Diva and Kit McClure bands in New York, are the premier contemporary all-female big 
bands in the country. Then as the 70s came to a close Cron formed her own short-lived big band 
and in 1980 participated in her final formal involvement with the International Sweethearts of 
Rhythm. 

Immediately after World War II the demand for all-female big bands came to an end, and the 
Sweethearts were no exception to theit decline. Following numerous postwar personnel changes 
and the death of Rae Lee Jones, the organization disbanded in 1949, It was not until thirty-one 
years later, in March 1980, that fifteen remaining Sweethearts reunited one last time at the Third 
Annual Women’s Jazz Festival at the Crown Center Hotel in Kansas City. 

The theme of the Festival was "Commemorating Decades of Female Achievement in Jazz.” At 
the urging of Marian McPartland, on the third day the Festival hosted a two hour salute to the 
International Sweethearts of Rhythm. Music was provided by the Bonnie Janofsky-Ann Pat¬ 
terson Big Band. Jazz critic and historian Leonard Feather served as narrator and several Sweet¬ 
hearts shared their current personal activities from the stage. National Public Radio's Jazz Alive 
program covered the event. 

The Festival proved to be well worth the trip to Kansas City for Cron: “We had not seen each 
other for over three decades. It was truly a pleasure renewing old friendships and a special thrill 
when Leonard Feather closed the program reading congratulatory telegrams from President 
Carter and Norman Granz. A few weeks after the Festival Leonard wrote an extensive review of 
the salute along with a history of the Sweethearts that was published in the Los Angeles Times. 
No other all-female band had ever been so honored at an event of such stature.” 

Renewed interest in the Sweethearts was sparked by the Festival. Until then very little was 
available on the Sweethearts as they made only a few 78 rpm records, film shorts, and radio 
broadcasts that were extremely difficult to find. That all changed in 1984 when Rosetta Reitz 
released the first complete long playing album of the Sweethearts, consisting primarily of air 
checks, on her Rosetta Records label. Nat Hentoff wrote glowingly of the album in the Wall 
Street Journal in January 1985. A thirty minute documentary on the Sweethearts followed the 
album. Titled The International Sweethearts of Rhythm, it was screened at the New York Film Fes¬ 
tival in 1986 and tells the Sweetheart’s story through rare archival film clips and oral history in¬ 
terviews. The film has been shown at over one hundred film festivals world-wide and frequently 
airs on public television stations. Long sought audio and visual material on the Sweethearts was 
finally available. 

The afternoon Cron returned home from Kansas City in 1980 she received a telephone call 
asking if she would play in an all-black rehearsal band in Compton, CA: "That was the beginning 
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of two years of playing with all-male black rehearsal bands. It was really a fantastic experience, I 
met such wonderful musicians. Then by 1982 I had risen in the corporate world and had to give 
up playing and concentrate on my business career until I retired in 1993.” 

Since Cron retired she has remained active in the milieu of music. One activity involved a jazz 
history project dear to her heart. In the early 90s she developed a friendship with Dr. Sherrie 
Tucker while working with Tucker on her highly acclaimed 2000 book Swing Shifl ''All-Girl ” 
Bands of the 1940s. Cron reviewed Tucker's work for Local 47 and 802 publications and appeared 
on television on a CBS Sunday Morning News show feature on the book. Four years later she was 
interviewed for Women’s History Month on a Riverwalk Jazz radio program that saluted the 
Sweethearts. 

In 1996 Cron was in Washington, D.C., with four original Sweethearts when in celebration 
of African American Music Month the International Association of African-American Music 
awarded the International Sweethearts of Rhythm their Diamond Award for the Sweethearts' 
work during the 1940s as the finest all-female black band in the country. She also consulted with 
Kit McClure on McClure’s T he Sweethearts Project CD which was released in 2004. Cron even 
returned to performing, playing with the Los Angeles Valley College Wind Ensemble from 2002 
through 2004 after surgeries that replaced arthritic joints in both her hands. 

At her apartment on a sunny San Fernando Valley afternoon Cron reflected on her career in 
music that innocently began with saxophone lessons in Newton in 1934: “My involvement with 
the Sweethearts was one of the great experiences of my life. It influenced how I raised my sons 
and formed my political views. A particularly fond memory is my association with the superb 
musicians I’ve met and worked with through the years and the many friendships I formed with 
them. Looking back at my adventures in music and accomplishments in business I feel I have 
led a full life. I consider myself a very lucky lady. I can still play my horns and I’m loved by four 
fantastic men, my two sons and two grandsons!” 



ALAN GREENSPAN 
BIG BAND ERA ALUMNUS 



rguably the most powerful person in the United States next to the four Presidents he 


served under was Alan Greenspan, former chairman of the Federal Reserve Board, and 


X A. alumnus of the Big Band Era. In his capacity as chairman, Greenspan was responsible 
for the direction of the worlds most powerful economy by controlling our nations money supply 
and credit conditions. He was capable of generating economic expansions and recessions. His ev¬ 
ery utterance was scrupulously analyzed and could cause violent fluctuations in the stock market. 

In his youth Greenspan gave no indication that the fate of our free enterprise system would 
rest in his hands. He was born in New York in 1926 and raised by his divorced mother in Man¬ 
hattan's Washington Heights neighborhood. At an early age he demonstrated an exceptional 
facility for numbers by computing complex mathematical problems in his head and memorizing 
the batting averages of virtually every major league baseball player. Greenspan also loved to play 
sports. He was active in tennis and a natural left-handed first baseman in baseball. 

Greenspan began his brilliant scholastic career graduating from George Washington High 
School, located at 191 st Street and Audubon Avenue, a veritable factory of the famous at that 
time. Among those who attended George Washington High School in the pre-World War II era 
were Secretary of State Henry Kissinger, United States Senator Jacob Javits, movie star Paulette 
Goddard, NBC Television news host and moderator Edwin Newman, bandleader and com¬ 
poser Van Alexander, Benny Goodmans vocalist Helen Ward, jazz drummer Shelly Manne, and 
Les Browns longtime saxophonist and vocalist, Butch Stone. New York Giant’s shortstop Buddy 
Kerr and heavyweight contender Bob Pastor who gave Joe Louis two of his toughest fights were 
also prewar products of Greenspan’s alma mater. Notable postwar athletes include baseball stars 
Rod Carew and Manny Ramirez. 

While in high school, Greenspan played the clarinet and tenor saxophone. He was sufficiently 
accomplished to win admission to the Julliard School, but soon moved on to try his hand as a 
professional musician with Henry Jerome’s band. 

Trumpeter Jerome was an established bandleader in the New York area during the 1940s. In 
the early 40s his sixteen-piece dance band was dubbed “Henry Jerome and His Stepping Tones” 
and played sweet music in a style very similar to Hal Kemp. In 1944 he changed over to a more 
bop-oriented format. Even though the band had some fine musicians such as saxophonist A1 
Cohn and drummer Tiny Kahn along with arranger Johnny Mandel, it was somewhat ahead of 
the times and met with little success. Jerome eventually gave up bandleading and moved on to a 
lucrative career as a record producer in New York working with Coral and Decca Records. 

Leonard Garment, advisor to President Richard Nixon, who was also in the Jerome organiza¬ 
tion as a saxophone player, recalls that Greenspan kept the bands books (they always balanced), 
and helped the musicians with preparing and filing their income taxes. Garment also remembers 
the future Fed chief voraciously reading books on finance and the stock market between sets. 
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Although quite a good musician, Greenspan soon realized he would never be great. After 
about a year, he left Jerome to a obtain bachelor’s and master’s degrees in economics from New 
York University, and with William Townsend opened his own economic consulting firm. He 
eventually received his Ph.D. in economics from New York University in 1977. 

In 1966 a chance meeting set the stage for Greenspan's career in government. While taking a 
lunchtime stroll on Broad Street in Manhattan's financial district he encountered his old friend 
Leonard Garment, who was working as an attorney in the same law firm that employed Richard 
Nixon, They had lunch at the Bankers Club and as they parted Garment suggested that Green¬ 
span meet the future President, 

Meet they did. Nixon was highly impressed with Greenspan's views on the federal budget, so 
much so that, as chief executive, he appointed him Chairman of the President's Council of Eco¬ 
nomic Advisers in 1974. Greenspan returned to his consulting practice in 1977, and was called 
back to government by President Ronald Reagan who appointed him as chairman of the Federal 
Reserve Board in August 1987. He served in that capacity through January 2006. It is frequently 
said that one of the main keys to success is being in the right place at the right time. Alan Green¬ 
span was certainly in the right spot when he unexpectedly ran into Leonard Garment in 1966 
after not seeing him for several years. 

Of all the Big Band Era alumni who have gone on to achieve non-musical success, in terms 
of position and power Alan Greenspan ranks at the top. He was constantly in public view and 
had the ability to affect business conditions worldwide through his steerage of the United States’ 
economy. However, the next time you read of or hear about Greenspan, keep in mind that he 
received his first paycheck on his first job not as an economist, but as a saxophone player with 
Henry Jerome's big band. 


JAKE HANNA 
60 YEARS OF SWING 

F ew jazz drummers command the respect of their peers that Jake Hanna does. For example, 
Mel Lewis commented in a 1985 Modern Drummer interview that there were four major 
living big band drummers: Louie Bellson, Jake Hanna, Buddy Rich, and himself. In refer¬ 
ring to Hanna, the British publication The Rough Guide to Jazz states, “Although he emerged too 
late to achieve quite the reputation of Buddy Rich, his talents are comparable.” Over a profes¬ 
sional career spanning seven decades Jake Hanna has established himself as a popular and supe¬ 
rior percussionist who is a skilled artist with the brushes and comfortable playing with both big 
bands and small groups. 

John Hanna was born in Boston's Dorchester area on April 4,1931. He acquired the nickname 
Jake while growing up in Dorchester thanks to a strong resemblance to his uncle Walter who was 
referred to as Jake. There was musical talent in the Hanna family. His father played cymbals in 
the Boston Herald Traveler newspaper band and his older brother Willie, who tutored Hanna on 
the drums, had a reputation around Boston as a drummer who kept perfect time. 

Hanna started to play drums in the Catholic Youth Organization band at St. Brendans parish 
in Dorchester when he was six years old. However, a conflict soon developed. He loved baseball 
and spent as much time playing the game as he did practicing the drums. In 1939 his father took 
him to his first major league baseball game at Fenway Park to see the Red Sox play the New 
York Yankees. Hanna surely never dreamed that thirty-five years later Yankee centerfielder Joe 
DiMaggio, whom he saw that day, would personally request to meet him when both were dining 
at the Irish Pub in Atlantic City. 

During a visit at his home in Los Angeles, Hanna talked about his extensive career. A master 
raconteur, he started out commenting on his activities during the World War II Big Band Era 
scene in Boston. Specifically, during the war years he spent a lot of time at the RKO Theater 
in downtown Boston watching the great big bands play: “The RKO is where I got my musical 
education. All I had to pay was thirty-five cents to get in and I had a free pass to go backstage 
from my father s newspaper. I saw a lot of great drummers. There was Buddy Schutz with Jimmy 
Dorsey and Buddy Rich with Tommy Dorsey. Woody Herman appeared a lot with Don Lam- 
ond. Count Basie, Benny Goodman, Lionel Hampton, Louie Prima, they all played there. My 
favorite act was the Mills Brothers. They were the best of all the vocal groups.” 

With seeing all the great Swing Era bands perform at the RKO it was only natural that Hanna 
would emulate their drummers: “While I was growing up Gene Krupa was my biggest influence. 
I loved Buddy Rich’s playing. I also paid close attention to Buddy Schutz who in my opinion is a 
much underrated drummer. Later on in my career Denzel Best with his wire brush work had a 
major impact as did Kenny Clarke and Jo Jones.” 

Hanna started performing professionally at a very early age; he had his first paid job when he 
was only thirteen. It was the war years and there was a lot of work available with both combos 
and big bands. He also started hanging around with skilled Jewish musicians from Ruby Braff’s 
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neighborhood who were playing pure jazz. Their association served as a good learning experi¬ 
ence, Hanna continued to play all over Boston whenever he could get work during high school 
and until he left home to join the Air Force in 1950. 

After Hanna left the Air Force in 1953 he played with a series of big bands that included 
Tommy Reed, Ted Weems, Buddy Morrow, Maynard Ferguson, and in Toshiko Akiyoshi trios. 
He commented on how they were to work with: "It’s never worth it if you're not having fun, and 
I had a lot of fun working with all of them. Tommy Reed was out of Chicago, He had a very 
good band. Buddy Morrow and Maynard were truly great guys to work for. They always took 
responsibility for everybody else’s mistakes. If somebody hit a clam they would immediately say 
it was their fault. Ted Weems was hilarious He and Woody were the two funniest guys I ever 
worked for, I had a great time with Toshiko. I played with her trio for five straight summers at the 
Hickory House in New York. She's a superb musician and we became good friends. While I was 
playing with all those bands I was able to squeeze in some work at Berklee. It was a busy time.” 

In 1958 Hanna returned to Boston and started a year's run playing in the house band at the 
Hub City’s Storyville night club:"That was absolutely the best band I ever played with. Lou Cart¬ 
er and Champ Jones and I were the rhythm section. The front line was Buck Clayton, Vic Dick- 
enson,“Pee Wee” Russell, and Bud Freeman. The vocalist was Jimmy Rushing, one of the all-time 
great jazz singers and a fantastic human being. We just opened and played the intermissions and 
everything always went perfectly. Can you imagine? That was just a house band. George Wein 
owned the club and occasionally played a litde piano in the band. Everyone loved George. He and 
the Marienthal brothers who ran the London House and Mr. Kelley’s in Chicago were the best 
of all the club owners.” 

After Storeyville, Hanna went on the road for a couple of years with Marian McPartland. How 
that job came about is an interesting story. Anita O’Day happened to be singing at Storeyville 
one evening with her own group. Her drummer, Johnny Pool, got sick and Hanna filled in for 
him. McPartland was at the club that night and sat in on the piano for just a few songs. It just so 
happened that everything she played blended together perfectly with Hanna. During the break 
they had a friendly but innocuous little chat and then, to his surprise, she called him the next day 
to ask him to go on the road with her starting out in Milwaukee. 

Hanna truly enjoyed working for McPartland. In fact, it was a career highlight: "Marian was 
the all time greatest, the easiest of them all to work for. Without a doubt the classiest person I 
ever played for and a trip to hang out with when we were on the road. We had many laughs to¬ 
gether.” 

Next came the start of a long association with one of the best-loved of all bandleaders, Woody 
Herman. Hanna played with Herman for a very short time in the late 1950s then joined his 
Swingin’ Herd for about two years in 1962. He was with that edition of Herman's many Herds 
from its inception. 

"It was January 1962 and I had just finished a short stint with Harry James,” Hanna said.“Gus 
Johnson left Woody to stay in New York and I was hired to replace him in a sextet that was sup¬ 
posed to go out on the road. But before the road trip we were booked to play the Metropole in 
Manhattan with a big band Woody put together just for that engagement. That was a powerful 
band. Shelly Manne came in on our third night and we were really roaring. He called everyone in 
town and by the second set you couldn’t get in and by the end of the evening we were booked all 
across the country.” 

Hanna added: “That ended Woody's plans for the sextet. Gene Williams, the bartender, spread 
the word and every night the place was packed with musicians. Bob Haggart and Zoot Sims 
showed up a lot as did Joe Cronin, Woody's buddy from the Red Sox. Nat Pierce rewrote the 




book. We played the history of the Herman band, the 40s hits, the Four Brothers Band, and the 
Third Herd. As time went on we started playing our own arrangements of other songs like "The 
Days of Wine and Roses." Hank Mancini told Woody that it was the best arrangement of the 
song he ever heard. What a band and what a bandleader.” 

Herman and Hanna had a great relationship: “I worked with Woody a lot over the years. 
I was with him at his 40 th Anniversary Carnegie Hall concert and put together a great little 
combo for him that played the Rainbow Room for a month in early 1984. That was the first time 
Scott Hamilton and Warren Vache worked with Woody. Polly Podewell was the vocalist. I loved 
Woody and we had a great relationship. My wife Denisa and I went out with him a lot socially 
to have dinner and to go to clubs to hear bands play. He was quite a guy.” 

Not long after leaving Herman, Hanna spent almost ten years playing in the Merv Griffin Show 
starting in 1965. In fact, he permanently relocated to Los Angeles with the show around 1970: 

Television work was fun and Merv was a real nice guy. Everyone respected him because he was 
a very good musician. The band itself was excellent; we had the best players available. But the 
music wasn’t stimulating. All in all it was an interesting experience but not one I would want to 
repeat unless Merv ran the show. He took care of everyone very well.” 

After Hanna left the Merv Griffin Show in the 70s he spent the balance of his career freelanc¬ 
ing. Hanna also did some freelance work while he was with Griffin in Hollywood that led to an 
involvement with a historic jazz album. He reminisced about that period of his career: “Around 
the time I was thinking of leaving Merv I got involved with the start of Supersax [a Charlie 
Parker tribute band from 1972], Buddy Clark and Med Flory were instrumental in getting it go¬ 
ing. I remember that after a Saturday afternoon rehearsal out in the Valley Jack Nimitz dropped 
a bomb when he unexpectedly told us we were booked to play the next Monday night at Donte’s 
in North Hollywood. Wally Heider came by and saw us. He liked our sound and set up an au¬ 
dition at his studio for executives from three record companies to come and hear us play. Two 
of them weren’t interested. They insisted we play Burt Bacharach songs. Then Mauri Lathower 
from Capitoljumped up and saidTll take them.' A few days later we recorded Supersax Plays Bird 
and we were off and running.” 

During his freelance days Hanna spent a lot of time with Concord recording for Carl Jefferson, 
going all the way back to the start of the label. His first Concord album was with Herb Ellis and 
in 1975 he did Live at Concord with a septet he and Carl Fontana co-led. It was the label's big¬ 
gest seller ever up until that point. Hanna is proud of the fact that he was instrumental in get¬ 
ting Rosemary Clooney, Scott Hamilton, and Woody Herman to record with Jefferson. In fact, 
in 1977 he put together Clooney’s first Concord album, Everything’s Coming up Rosie. Hanna 
picked the songs and selected the musicians. That album played a big part in her late 1970s 

Continuing with his freelance work, Hanna spent a few years touring with Bing Crosby until 
he passed away in 1977. Much has been written about Crosby; both pro and con, and Hanna 
has definite impressions of him as a vocalist and a person: “We had a good quartet with Bing in 
front swinging away. The job itself was a piece of cake. There were no problems with the mi^ir 
and you couldn’t hang out with a better group of guys. Bing was the best singer I ever heard or 
worked with. He had perfect, swinging time and could do anything and sing everything, any type 
of song. Great stage presence, boy could he work the audience and they loved him. I was amazed 
by his photographic memory. Bing could glance at a lyric and memorize it in seconds. What a 
top-notch gentleman. He treated everyone with dignity and respect. Thanks to him we flew first 
class on Pan Am on a special plane they named The Bing Crosby. There'll never be another Bing 
Crosby. I miss him.” 
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While reflecting on his career, Hanna spent some time explaining why he never aspired to be a 
bandleader. He said that there were too many hassles and responsibilities that were unrelated to 
music such as taxes, securing bookings, and the inevitable personnel problems that confront the 
boss. He emphatically stated that he just wanted to play the music and never had any interest in 
running a band. It was obvious that he is a musician, not a businessman. 

Musical preference was the next topic. Although Hanna came to prominence in the Bebop 
Era, he has a clear-cut partiality for music of the Swing Era: “My basic love is the music of the 
30s and 40s, the days of the big bands. That was the time of the great American songbook. Cole 
Porter, George Gershwin, Harry Warren, and Richard Rogers. I especially admired the work of 
Jerome Kern. I still listen to CDs of all those great big bands and songs. That’s the music I grew 
up with and it’s still what I most enjoy playing and listening to.” 

Through the years Hanna played myriad jazz festivals. Several came to mind: “I got off to a 
great start. My first festival was the Newport Jazz Festival with Toshiko. The Concord Festival 
was always tops. The Nice Festival in France was another good one. The sound was excellent at 
both those places. I played Blackpool in England a bunch times. It’s well organized and always a 
lot of fun, I very much liked the Sweet and Hot Music Festival here in LA that took place every 
Labor Day weekend. I’ve played it almost every year, Wally Holmes, the late trumpet player, ran 
it and did a good job putting it together." 

What is Jake Hanna up to these days? Just to keep in shape he occasionally plays for a night or 
two with small groups around Los Angeles. He’s still interested in the local scene and gets out to 
the clubs now and then to check out what’s going on. He has an extensive record collection that 
he listens to and gives lessons to experienced drummers who are interested in improving their 
technique. Travel is on the agenda as he occasionally participates in educational clinics at jazz 
conferences and still plays at jazz festivals around the country. He has no trouble keeping busy. 

In line with his interest in mentoring percussionists, Hanna closed with passing along his 
thoughts on how they can improve their skill and technique: "I would recommend listening to 
CDs of the great drummers, Krupa and Rich, Dave Tough for cymbals, Denzel Best for brushes, 
and Jo Jones for anything. Also get film of them and watch them play. Don’t try to copy any one of 
them. Just practice religiously and what you heard and saw will kick in and you’ll come up with your 
own style. I feel very fortunate that when I was starting out I was able to see and hear in person all 
those famous drummers at the RKO in Boston. That’s how I learned. Those big band days with all 
the many outstanding drummers were a unique period of time that we’ll probably never see again.” 
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WITNESS TO THE DORSEY BROTHERS BREAKUP 



uitarist Roc Hillman had the good fortune to participate in many of the historic occur- 
■ fences of the Big Band Era, including the Memorial Day afternoon in 1935 when the 


■ Dorsey Brothers Orchestra broke up, propelling Jimmy and Tommy Dorsey to go their 
separate ways. Before we take a look at that major event in big band history, a few words about 
Roc Hillman, a giant of the classical and jazz guitar, are in order. 

Roc Hillman was born on July 13,1910, in Arvada, CO. After World War I, his family moved 
to nearby Denver where he grew up in an Italian neighborhood, acquiring the nickname Rocky, 
which was soon shortened to Roc. 

Hillman was part of a musical family. Although his father was a printer and newspaper editor 
by trade, he also appeared on the vaudeville circuit as a banjo player and tap dancer. His oldest 
sister, with whom he donned a blond wig and female dress to do a dance act in high school, won 
Charleston dance contests in Denver and danced professionally in vaudeville. His youngest sister 
was a ballerina who appeared in the New York theater. 

During an interview at his home in Woodland Hills, CA, Hillman recalled the impact of his 
high school theatrical activities on his friends: "I dressed as a girl in a theater act with my sister. 
However, I never dared let my buddies know it was I.” 

While attending the University of Colorado, Hillman worked as a cub reporter for the Denver 
Post and played guitar in both college- and Denver-based bands. He gained local journalism fame 
by doing a major feature on Babe Ruth and Lou Gehrig when the then World Champion New 
York Yankees played an exhibition game in Denver. 

January 1934 found Hillman playing with the Vic Schilling band at the Broadhurst Hotel in 
Denver. Also playing in Denver was the Smith Ballew band with a young trombone player by the 
name of Glenn Miller. Miller approached Hillman in a Denver music store and asked him to join 
the Ballew band just as the band was about to head east to New York City. 

Hillman has fond memories of his association with Miller: “A lot of people thought Glenn 
Miller was formal and intimidating. I found him to be one of the boys, a great guy, and a pleasure 
to work with. I owe my career to being discovered by him.” 

Soon after arriving in New York the Smith Ballew band broke up. Thanks to Glenn Millers 
recommendation, Hillman and several other band members joined the new Dorsey Brothers 
Orchestra. It was a solidly swinging band. In addition to Jimmy and Tommy Dorsey, it featured 
the arrangements of Miller, the hard-driving drumming of Ray McKinley, and the hot trumpet¬ 
ing of Bunny Berigan. 

In the spring of 1935 a young crooner from Hoosick Falls, NY, who had just won an amateur 
singing contest on Fred Allens Town Hall Tonight radio show, joined the band as its male vocalist. 
His name was Bob Eberly, older brother of Ray Eberle, who later became Glenn Miller’s vocal- 
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Although the Dorsey Brothers band was doing quite well and securing top bookings, trouble 
loomed on the horizon. The problem was the constant fighting between Jimmy and Tommy 
Dorsey. Recalling the situation, Hillman explained: "Everyone knew that Jimmy and Tommy 
squabbled since they were little kids. But it had gotten so bad that Glenn Miller couldn’t conduct 
rehearsals. He was so frustrated that he left to help Ray Noble put together his band." 

Just a year after the band was formed, the Dorsey Brothers landed the top spot in the country 
as the lead band for the 1935 summer season at the Glen Island Casino in New Rochelle, NY. 
With a romantic view of Long Island Sound, the venue was considered the most prestigious and 
popular dance spot in the East with remote radio broadcasts beamed nationwide. Hillman's old 
friend Lou Gehrig attended the band's opening night performance along with several Yankee 
teammates. 

The Dorsey Brothers conflict came to a head on Memorial Day during an afternoon perfor¬ 
mance. As bandleader Tommy Dorsey counted off the tempo for "I’ll Never Say Never Again 
Again,” Jimmy Dorsey called out 'Isn’t that a little fast, Mac?’ Without saying a word, Tommy 
glared at Jimmy and walked off the bandstand never to return. 

Hillman was not surprised at what happened: "The Dorseys were different as night and day. 
Tommy was a high-strung perfectionist. Jimmy was unaggressive, laid back, and always needling 
Tommy. Both had short fuses. It was just a matter of time.” 

After the breakup, Jimmy continued to lead the original Dorsey Brothers band. He achieved 
huge success peaking in 1941 and 1942 with a series of million-selling hits featuring vocalists 
Bob Eberly and Helen O’Connell, the biggest of which were“Green Eyes” and "Tangerine.” 

Tommy immediately took over the Joe Haymes band and went on to develop what many think 
was the greatest all around band of the Big Band Era. He hit the big time in 1937 with “Marie” 
and “Song of India” and in the early 1940s featured a skinny kid from Hoboken, NJ, by the name 
of Frank Sinatra as his vocalist along with Connie Haines and Jo Stafford and the Pied Pipers. 

The Dorsey Brothers eventually buried the hatchet and got together to form a new band in 
1953. They met with huge success securing a national television show. Unfortunately, fate inter¬ 
vened as the two brothers died within six months of each other. Tommy choked to death in his 
sleep in November 1956 in his home in Connecticut. Jimmy died of throat cancer in a Manhat¬ 
tan hospital in June 1957. 

As for Roc Hillman, he stayed with Jimmy Dorsey until he switched over to Kay Kyser’s band 
in the spring of 1940. Commenting on his time with Kyser, Hillman noted:“Kay was good to his 
musicians. He had a great sense of humor, loved selling swing music, and always catered to the 
dancers.” 

While with Kyser, he appeared in several movies with the band and became a successful song¬ 
writer penning two major hits in “My Devotion” and"Cumana.”"My Devotion,” sung by Vaughn 
Monroe, was on the hit parade for 14 weeks in 1942 and earned a gold record. "Cumana” was re¬ 
corded by numerous bands including Freddy Martin’s and Alvino Rey’s. Hillman actually started 
writing songs in the early 1930s while he was with Vic Schilling in Denver. He originally special¬ 
ized in novelty tunes, but soon graduated to popular arrangements. Over thirty of his songs were 
published and recorded. 

In 1942 Hillman was drafted into the Army. His first assignment was to lead the Headquar¬ 
ters Western Defense Command Band. The band played swing music at over one hundred mili¬ 
tary locations throughout Southern California and made several appearances at the famed Hol¬ 
lywood Canteen. His pianist and arranger was jazz legend Gil Evans who after the war arranged 
for Claude Thornhill and collaborated with Miles Davis on the seminal 1949 Birth of the Cool 
and 1959 Sketches of Spain jazz albums. 
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Hillman was given a new assignment in 1944 that lasted for the duration of the war. He was 
assigned to the Beachcombers Band special unit in the South Pacific. The band often performed 
under enemy fire on nearly fifty islands, including Guam and Iwo Jima. Several famous person¬ 
alities were part of the entertainment unit. The Commanding Officer was British actor Maurice 
Evans; the second in command was radio and television personality Alan Ludden. Carl Reiner 
was the group's comedian. 

After the war Hillman briefly rejoined Kay Kyser and then went on to spend the late 1940s 
and early 1950s playing in television and motion picture studio orchestras. In fact, he led the first 
ever Los Angeles studio television orchestra on KLAC TV. A highlight of his movie career was 
working with Fred Astaire. 

Fred Astaire was my idol," Hillman said. “He was a definite perfectionist, but always pleasant 
and gracious to the cast. He would spend hours preparing for a dance number without ever los¬ 
ing his sense of humor and patience." 

Since the 1950s Hillman has spent his time teaching guitar, playing at clubs and special events, 
and owning a music store in the San Fernando Valley for a number of years. Patty Duke, Gary 
Crosby, Hugh O’Brian, and Dennis Weaver are among the Hollywood celebrities he tutored. 
As a dedicated sports fan, he regularly played in a Dixieland combo on Sunday afternoons at 
Los Angeles Raiders football games until the team relocated to Oakland in 1995. Blessed with 
superb health, he remains in good spirit and enjoys talking about the Big Band Era. 

Roc Hillman looks back on his career with great satisfaction:"! have no complaints. I played 
with the top big bands, was in television and the movies, and wrote several hit songs. Most 
important. I'm the last person still alive who was playing on the bandstand the day the Dorsey 
Brothers broke up.” 


LEGH KNOWLES 


FROM GLENN MILLER TO THE NAPA VALLEY 


any Big Band Era sidemen faded from public view when the Era came to a close after 
World War EL Such was not the case with Legh Knowles, whom big band authority 



1 T 1 George T. Simon referred to as "a good all-around trumpet player” in his biography 
of Glenn Miller. Knowles played for Miller, Red Norvo, and Charlie Spivak before the war and 
after the conflict segued into the wine industry eventually becoming the chairman of Beaulieu 
Vineyard located in California's Napa Valley. Here is the story of Legh Knowles’s journey from 
Glenn Miller’s trumpet section to business success in the rich wine fields of the Napa Valley. 

Legh Francis Knowles was born in Danbury, CT, on June 18,1919. At an early age the Knowles 
family moved to nearby Bethel where his father worked as a hatter and owned a restaurant called 
the Log Cabin Buffet. There was musical talent in the Knowles family back in England and his 
father always desired to be a trumpet player in the United States. To vicariously achieve his musi¬ 
cal dream he bought his son a trumpet when he was nine years old and arranged for lessons with 
a former trumpeter in and expatriate from the British Army named Bill Dalton who was also 
somewhat of a temperamental individual. Dalton insisted to be driven to the Knowles home by 
taxi to provide his lessons, an expensive demand at the time. Knowles was a quick study. By the 
time he was eleven he could transpose from one key to another, sight read, and play symphonic 

An uncommonly intelligent individual, Knowles skipped two grades and graduated from high 
school at fifteen in 1935. It was the end of his formal education. Around this time he started to 
teach the trumpet in his parent’s home in Bethel and in the city’s 1937 phone directory was listed 
as a professional musician, an unusual accomplishment for someone his age. 

Warren Lafferty is a lifetime Bethel resident who took trumpet lessons from Knowles starting 
in 1937 and is currently active in the Legh Knowles Bethel Scholarship for the Performing Arts: 
“My mother was a good friend of Legh’s mother. At one of my lessons Legh’s father asked him 
if I practiced that week. Legh shrugged his shoulders and his father said to me, ‘If you do a good 
job next week you got a hot dog and soda coming at the restaurant.’ Legh was a very good teacher. 
I've been playing for seventy years now and I owe my musical foundation to him.” 

The repeal of Prohibition in 1933 set the stage for Knowles’s first nightclub job and the start 
of his professional career. The day after Prohibition ended he played with a small band led by 
NBC staff pianist Lou Catone at the Blue Ribbon Casino in Brewster, NY, for eight dollars a 
night, earning more each week than his father did working at the hat factory and running his 
restaurant. He also joined the musicians union and played with local groups all through high 
school. Knowles's first job after graduation was playing in a band at a show featuring the notori¬ 
ous fan dancer Sally Rand at Lake Hopatcong in New Jersey. After that he played with big bands 
in New Haven and as far away as Albany and Boston in addition to continuing to teach music at 
home. Then in early 1938 came a gig in Westchester County and his first encounter with Glenn 
Miller. 
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Knowles was playing lead trumpet and singing in the glee club in Ray Keatings band at Mur¬ 
ray’s, located in Westchester County on the Bronx River Parkway in Tuckahoe. The band had 
fifteen coast-to-coast radio broadcasts a week on the Mutual Broadcasting System and was heard 
by Glenn Miller who was putting together his second band, the band that made it. The inde¬ 
fatigable Miller needed a trumpet player and immediately drove to Bethel to talk to Knowles's 
mother in an attempt to locate him. He knocked on the Knowles’s door interrupting her PTA 
card party. She invited him in for a glass of apple cider and told him he could find her son at 
Murray's. Little did the ladies of the Bethel PTA realize that they were meeting the person who 
would soon become the most famous bandleader in the world. Knowles and Miller met at Mur¬ 
ray’s with Miller offering Knowles a job in his trumpet section. However, as their conversation 
progressed the eighteen-year-old Knowles became intimidated by the no-nonsense Miller and 
turned him down. 

After the Murray's engagement ended Knowles briefly played in Billy Rose's Aquacade in New 
York then moved on to Red Norvo. Knowles enjoyed his time with Norvo and thought that the 
band truly swung with drummer George Wettling and pianist Bill Miller of Frank Sinatra fame 
in the rhythm section. He got along well with Norvo and his volatile wife and vocalist Mildred 
Bailey, regularly riding with them to engagements in their deluxe LaSalle automobile accompa¬ 
nied by Bailey’s maid and two dachshunds. Those trips gave him an opportunity to observe the 
Norvo’s legendary domestic battles. A musical highlight was playing at the Famous Door on 52 nd 
Street alternating with the John Kirby Sextet. But by late-1938 Norvos band was experiencing 
severe financial difficulties. All the while Glenn Miller patiently remained interested in Knowles. 
Spurred by advice from Miles Rinker, Bailey’s brother and manager, Knowles decided to leave 
the about-to-go-bust Norvo group and join Miller's band which was on the threshold of break¬ 
ing through to worldwide fame. 

On December 15,1938, Knowles joined the Glenn Miller Orchestra at the Ricker Gardens in 
Portland, ME, playing for $75 a week. However, that salary did not last long as told by Knowles 
in an interview on Don Kennedy's Big Band Jump radio program: “I joined Glenn for $75 a week. 
One night we were playing at Duke University and he called me over and said, ‘Who do you 
think you are? I'm paying real good musicians fifty bucks and you’re holding me up for seventy- 
five. You’re going to get fifty dollars starting now.’ You know, he unsettled me so much that I didn't 
say a word and that’s what happened.” 

Miller's adjustment of Knowles's salary substantiates his reputation as an excellent business¬ 
man. But how creative was Miller? Knowles talked about Glenn Miller’s creativity on Kennedy’s 
show: “Glenn Miller was highly creative. His creativity showed up when he had the vision to con¬ 
struct a harmonization which became the Glenn Miller sound, which was enjoyable, memorable, 
and loved by the public. We had Bill Finegan and Jerry Gray doing the arrangements. He gave 
them the pattern and they wrote them." 

Glenn Miller did become the most famous bandleader in the world during the summer of 
1939 playing at the Glen Island Casino in New Rochelle, NY. It was also the year that his classic 
‘In the Mood” broke into the record charts. Knowles recalled the part he played in shaping the 
song on Chuck Cecil’s The Swingin' Years radio show: "The song was 248 in the books. We were 
rehearsing after thejob at the Glen Island Casino around five in the morning. In the trumpet sec¬ 
tion was Mickey McMikle, Clyde Hurley, and L We played the song for the first time and we all 
thought that it was awful. The first thing Glenn asked was how we would get to a high D. Mickey 
and I suggested a few things then Clyde suggested the passage he eventually played on the record. 
Glenn turned around and said to Chummy MacGregor,‘Write that.’We played it the next night 
for the first time and it became a classic.” 
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What was Knowles’s most memorable experience with Glenn Miller? There was one and he 
talked about it in December 1986 on Bob Holmes’s Vintage Sounds San Francisco radio show 
that he appeared on several times during the 1980s: "The first time we came out of the pit at 
the Paramount Theater in 1939 playing our theme song, Moonlight Serenade, I got permanent 
goose bumps all over, hearing those kids scream. It’s something I'll never forget. Plus, I had a 
great time during the summer of 1939 at the Glen Island Casino rooming in New Rochelle with 
A1 Klink, Mickey McMickle, and A1 Mastren. I just wish that we all weren’t so tired from work¬ 
ing our non-stop schedule when we played Carnegie Hall in October 1939. We were exhausted 
and I didn’t appreciate the historic impact of what we were doing.” 

Knowles also talked about his good friend and Glenn Miller vocalist Ray Eberle’s arm wres¬ 
tling prowess on a May 1984 Vintage Sounds program: "Arm wrestling was popular in bars in the 
East back then. Ray had an innocent smile but was as strong as an ox. Our regular group would 
walk into a bar and if any arm wrestling was going on Ray would casually ask how it goes. The 
guys in the bar thought they had a live one and would challenge him to a match with the loser 
buying a round of drinks, Ray would always toy with them for thirty seconds then take them 
down. We got a lot of free drinks with that routine. Ray and I had some great times together. The 
interesting thing is he was planning to visit and stay with us in Napa when he died." 

After making 122 records and ready for a recuperative break, Knowles left Miller on May 17, 
1940. He valued the experience and responsibility he gained working in the organization and 
thought that Miller was the best executive he ever worked for. In a 1979 article in the Los Angeles 
Times that was quoted in his obituary in Miller Notes, Knowles credited Miller with teaching 
him about business fundamentals and leadership: "The discipline I learned back then has come 
in handy in the wine business. Music is discipline, and you can’t get much more disciplined than 
working for Glenn. I remember one year, it was 1939, and we worked 359 nights. I don’t know 
what I did the other six nights that year. It was a great training ground, because it taught me that 
even if you were sick or tired or whatever, once you were out there and everybody had paid their 
money, you just had to produce.” 

Zeke Zarchy replaced Knowles in Miller’s trumpet section. He reminisced about him at his 
pleasant home in Studio City, CA: "I spent a few weeks with Legh in the Miller band before 
he left and we became very good friends. When he got to be an executive at Beaulieu he would 
frequently send me cases of fine wine. We saw each other several times at music and social func¬ 
tions over the years. I particularly remember that in 1987 Milt Bernhards Big Band Academy 
of America conducted a Glenn Miller alumni tribute. We were both there and had a great time 
together. Legh was a happy fellow and well liked by everyone he played with.” 

Without any firm plans in mind, Knowles returned home to Bethel. He resumed giving trum¬ 
pet lessons and eventually took over a big band that started playing at the Seven Gables Inn in 
Milford, CT, after Frankie Carle finished his engagement there. Then in the middle of 1941 he 
was approached one evening at the Seven Gables by Charlie Spivak’s brother, who told him Spi- 
vak would like him to join his band. An admirer of Spivak’s musicianship, he took the job and 
went back on the road for a year with Nelson Riddle as his roommate until he was drafted into 
the Army Air Corps in 1942. According to Warren Lafferty, Spivak was fond of Knowles and 
presented him with an engraved trumpet when he left for the service in appreciation for his work 
in the band. 

Garry Stevens was Spivak’s vocalist while Knowles was with the band and is still actively sing¬ 
ing in his nineties with big bands in Northern California. He shared his memories of Knowles 
while chatting at his home in Benecia, CA: "Legh was a bit of a clown and kept the guys, includ¬ 
ing Charlie, loose, especially on those long bus rides. He had everyone in stitches trading jokes 
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with the bus driver, Harry Huter, a lovable character who just recently passed away in Florida. 
Legh was a very good trumpet player and played in the band when I recorded many of my hit 
records. He was definitely colorful and I would have loved to have seen him again after the war,” 

During his time in the military Knowles served in the Army Airways Communication Squad- 
ron after completing a sixteen-week course in Morse code and radio technology in Sioux Falls, 
SD, in only six weeks. He was selected for communications duty as musicians were recognized 
for showing a natural aptitude for learning and working with Morse code that came from their 
musical training. As for music, he occasionally played with local bands near the military bases he 
was stationed at. Knowles valued his military experience in that it taught him for the first time 
in his life that he could achieve success in something other than music. After the war he briefly 
played with a small band near Bethel. Then, although he felt he was playing better than ever, he 
put down his trumpet for good, to leave music and seek a new career path. 

Legh Knowles’s postwar fortunes did not get off to a blazing start. He ran an appliance store in 
Bethel, then sold MGM records for a New Haven-based record distributor throughout several 
eastern states before he moved to Washington, D.C., to work in the milieu of government con¬ 
tracting as a product representative. Then in 1948 he spotted an ad in a Washington newspaper 
that would change his life. The advertisement said "Wanted: individual who is accustomed to 
appearing before large groups of people.” 

The ad was placed by the Wine Advisory Board, a promotional arm of the state of California’s 
Department of Agriculture, to hire an individual who had the qualifications to improve wine’s 
then low-grade image and promote its use as a mealtime beverage and in restaurants. At the job 
interview Knowles told the Board that he was comfortable appearing in front of large groups as 
he did just that playing with Glenn Miller and would enjoy public speaking. He was immedi¬ 
ately hired for a salary of $350 a month. Armed with only on-the-job training, Knowles quickly 
excelled in the position and was soon promoted to eastern division manager covering the whole 
eastern United States. Then in 1953, while trying to persuade Cornell University’s School of 
Hotel Administration to include oenology studies in its curriculum, he was offered a job by the 
Taylor Wine Company based in New York’s Finger Lakes region. 

Taylor’s marketing office was located in the Empire Sate Building where Knowles started work 
as assistant national sales manager. He made an instant impact when he persuaded the famous 
21 Club in Manhattan to stock Taylor Wines. Knowles next moved on to the E & J Gallo Win¬ 
ery in 1958 as the Cincinnati area sales manager with the mission of building up the state of 
Ohio, After several moves across the country with Gallo, in 1961 he wound up at their corporate 
headquarters in Modesto, CA. Knowles enjoyed his personal association with the late Ernest 
Gallo and was proud of his involvement with the firm for which he wrote the company’s first 
sales manual and introduced advanced merchandising concepts. But he grew increasingly frus¬ 
trated with their reluctance to venture into the premium wine market. Sensing his displeasure, a 
friend suggested he approach Beaulieu Vineyard (BV). 

In the early 1960s BV was in its golden age, setting the standard for quality California wine. 
The prestigious winery was owned and managed by Madame Helene de Pins, daughter of aris¬ 
tocratic Frenchman Georges de Latour who founded it in 1900 at Rutherford in the heart of the 
Napa Valley. The legendary Andre Tchelistcheff was the winemaker and the winery’s principal 
label, Georges de Latour Private Reserve Cabernet Sauvignon, was widely considered the best 
cabernet made in America. BV was among the elite of premium American wines. 

Knowles took the initiative and wrote Madame de Pins a letter saying that he admired BV s 
wines and business operations from his first day in the wine industry and that he thought he 
could contribute to the organization. Madame de Pins was impressed by his letter. After she met 
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Knowles she called a board of directors meeting and the board voted to hire him as BV's first 
national sales manager. 

The hiring of Legh Knowles in 1962 proved to be a wise decision for BV. He moved up the 
corporate ladder to general manager, president, and chairman in 1984. Knowles led the firm 
through its takeover by Heublein in 1969, the same year he successfully introduced their Gamay 
Beaujolais by placing it on American Airlines flights, and consistendy kept BV’s return on in¬ 
vestment among the tops in the industry. He was also a staunch advocate of point of difference 
marketing, a concept he learned from Glenn Miller, 

In an interview in The Wine Spectator California Winemen Oral History Series Knowles dis¬ 
cussed his view on point of difference marketing: “I’m a point of difference nut. I learned the 
importance of that back in the 30s and 40s when I was playing trumpet for Glenn Miller, who 
made a different but thoroughly enjoyable sound. When you listened to Glenn Miller, you didn't 
think you were listening to Tommy Dorsey or Shep Fields or Duke Ellington. You knew you 
were listening to Glenn Miller, because he created that distinctive sound.’’ 

A highlight of Knowles's career at BV occurred when he decided to start advertising their 
wines on radio in the mid 1970s. He went to BV's ad agency who recommended Yves Montand 
or Vincent Price as spokespersons. However, the extreme compensation they requested for their 
services shocked Knowles and he decided to do the ads himself. Knowles quickly became a ce¬ 
lebrity thanks to his down to earth ad-lib radio commercials that ran for several years and were 
pointed at demystifying wine and parodying the description-laden verbiage that wine critics tend 
to use. One of his favorite on the air sayings was'Tf you think the best wine is the most expensive, 
let me know and I’ll charge you more.” 

Bob Chiacco was a successful salesman in the wine industry and knew Legh Knowles well. 
Here is what he had to say about his association with him from his home in Carmel: “Next to 
Andre Tchelistcheff, Legh was the best authority on salesmanship and gaining brand exposure 
and markets that I ever saw in my thirty-three years in the wine business. I first met him when I 
was with Gallo in Cincinnati and he and his wife Margaret had me over for dinner three or four 
nights a week. Later on we saw each other weekly when we worked together at BV. I knew Legh 
had it the first time I saw him. He drove an elegant car and dressed with tailor-made suits and 
cashmere topcoats and beautiful hats and gloves. He loved golf and was good at it but he could 
never best his wife Margaret who was a natural athlete. I remember Legh loved eating the day 
after cold spaghetti. I'm Italian and I never saw that before. When he died Margaret gave me his 
white 1989 Cadillac Brougham sedan that had a maroon leather interior. It’s in mint condition 
and I still drive it several times a week. Margaret and I stay in contact, I call her weekly." 

Legh Knowles also had a wide circle of friends from outside the wine industry. One was Sam 
Spear, a television and radio commentator on horse racing in Northern California who covers 
the Bay Meadows in San Mateo and Golden Gate Fields in Berkeley along with all area summer 
racing fairs. He reminisced about Knowles from his office in Walnut Creek, CA. 

"I met Legh around 1985 at Bay Meadows where BV was sponsoring Ascot Day,” Spear said. 
"We enjoyed horse racing, wine, and big band music and quickly became good friends. Legh and 
I regularly visited wineries in the Napa and Sonoma Valleys. When we walked into a winery 
they would roll out the red carpet for him. He was a great ambassador for wine from the Napa 
Valley and he did a tremendous job of raising the profile of red wine and selling cabernets to the 
American public.” 

Spear added: “I remember that one of the great times we had occurred when I brought Joe 
DiMaggio out to the wine country and we met Legh for lunch at the original Piatti’s restaurant 
in Yountville. Legh and Joe had a great time talking about New York during the period when 


Joe was playing with the Yankees and Legh with Glenn Miller. I just sat back and listened. Their 
conversation was fascinating. When Legh passed away I was personally chosen by Margaret to 
preside over his church service. At the conclusion of the funeral Mass at St. Apollinaris Church 
in Napa I called up the elite of the California wine business to speak, Brother Timothy of Chris¬ 
tian Brothers, Robert Mondavi, and Ernest Gallo. Even though they were all competitors it was 
evident that they had great affection and respect for Legh both personally and professionally. 
That was a special moment.” 

Shortly before he retired from BV on January 1,1989, Knowles was honored as one of twelve 
Napa Valley Living Legends of Wine at a banquet in San Francisco conducted by the Napa Val¬ 
ley Vintners Association. After Knowles left BV he developed a program called Wine and All 
That Jazz that he presented at sales conferences and universities and did consulting work in the 
wine industry. A heavy smoker, Legh Knowles died from cancer of the esophagus on August 
15, 1997, in a Napa nursing home. A few weeks later United States Congressman George P. 
Radanovich read a tribute to him on the floor of the House of Representatives. 

What was Legh Knowles's private life like? In 1950 he married Margaret Taylor, a Nashville 
native who was working at the Pentagon when he met her. She currently lives in Tuckahoe where 
Knowles first met Glenn Miller. They had a daughter Barbara who works as an archivist at the 
New York Public Library for the Performing Arts at Lincoln Center and resides in Manhattan. 
She talked about her father by telephone while vacationing at Disneyworld in Orlando: "My fa¬ 
ther was very intense. He came from a family that struggled financially and never went to college, 
and that was part of what drove him to excel. My dad had a great sense of humor. He loved to go 
to Disneyland in Anaheim and admire how well it was run. I'm sitting here now at Disneyworld. 
The reason I continue to come here even without my kids is because I had such a great experience 
going on the rides with him while I was growing up. That and our going to the beach to listen to 
the crash of the waves were my two favorite things. My parents had a wonderful marriage and he 
was an amazing, supportive dad, as well as a very generous grandfather to my two kids.” 

Life sometimes works in strange ways. While Legh Knowles was sitting in Glenn Miller's 
trumpet section with Mickey McMickle and Clyde Hurley during the summer of 1939 at the 
Glen Island Casino, the odds are high that he gave little thought to his future plans yet alone vi¬ 
sualized that in a few years he would be giving up music to eventually become the chief executive 
of a major corporation. He also most certainly was not aware of all he was absorbing about the 
fundamentals of managing a commercial enterprise and committing to excellence while observ¬ 
ing Miller run his band. As it turned out, Legh Knowles's employment with the Glenn Miller 
Orchestra proved to be his formal business education. It was an education that served him well. 


JOHN LAPORTA 


FROM HERMAN TO MINGUS TO BERKLEE 



azz master John LaPorta’s career spanned the entire spectrum of jazz from 1934 until he 


passed away on May 12,2004. He played with Woody Herman during the Big Band Era and 


I with Charles Mingus during the post-Bebop Era. He studied with Lennie Tristano, associat¬ 
ed with Gil Evans, performed his own works at the Newport Jazz Festival with his own quartet, 
worked in national band camps with Stan Kenton, taught for a nearly a quarter of a century as 
a fulltime professor at the Berklee College of Music, and authored numerous educational texts. 
LaPorta has been an esteemed musician, prolific composer, and respected educator who made 
jazz albums and played a weekly gig at a Sarasota, FL, supper club until a few months before his 
death. Here is the story of an accomplished jazz artist who serendipitously became a dedicated 
jazz educator and passed his extensive experience and knowledge on to a whole new generation 
of eager jazz students. 

LaPorta was born in Philadelphia on April 13,1920, to parents of Italian heritage who had no 
special musical talent. He grew up in a six room attached brick house in a working class, multi¬ 
cultural northeast Philadelphia neighborhood where altercations among ethnic groups were the 
order of the day. The course of his life fortunately embarked on a detour from the mean streets 
when, at eight and a half, he started studying clarinet under Herman Pade and at eleven played 
in Pade’s German Band at Sunday community picnics. When LaPorta was twelve he started to 
practice on the tenor saxophone and joined the Polish American Band that played weddings and 
social events and performed in the prestigious annual Philadelphia New Year's Day Mummers 
Parade. His formal musical training took a more serious turn at fourteen when he started to 
study clarinet with the respected Joseph Giglioti who taught at the Settlement Music School in 
South Philadelphia. 

Wider musical horizons awaited LaPorta at Philadelphia's Northeastern High School. He 
launched his professional career earning money playing at cafes and nightclubs during his fresh¬ 
man year and performed classical music in the American Youth Symphony Orchestra under 
Leopold Stokowski during his sophomore year. While a junior he played six nights a week from 
9:00 p.m. to 2:00 a.m. at Marty's Grill in northeast Philadelphia and carried a full academic ma¬ 
jor. With just a few hours of sleep each night, his studies suffered. The time had come to make 
a career decision. Finding music more appealing than academics, LaPorta decided to not return 
to Northeastern for his senior year and instead transferred to Mastbaum Vocational School that 
offered the city’s best music program. Also attracted to Mastbaum around that time were clari¬ 
netist Buddy DeFranco and trumpeter Red Rodney. 

During the summer of 1939 LaPorta played with a band in Ocean City, MD, made up pri¬ 
marily of Mastbaum students. Sadly, the day before Labor Day he received a wire that his father 
had suffered a fatal stroke. He immediately returned home to his family in Philadelphia where 
over the next few years he played in small groups and frequently jammed with African American 
musicians at the Showboat Club and other cafes located just a few blocks east of Broad Street. 
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Two of his many engagements briefly took him out of town, one to Albany, GA, and the other to 
upstate New York. However, Philadelphia remained LaPorta’s base where he was unknowingly 
positioning himself for his first job with a big band. 

The Big Band Era was at its peak in 1942, the year that Jimmy Dorsey, Woody Herman, Harry 
James, Kay Kyser, Glenn Miller and Alvino Rey dominated the record charts. Nonetheless, often 
overlooked in big band history is the fact that in addition to the top tier, big name bands there 
were hundreds of territory bands spread across the United States that roamed specific areas. One 
such band was the Philadelphia-based Buddy Williams Orchestra. It was actually a very good 
band that included former Glenn Miller drummer Bob Spangler and future Woody Herman 
trombonist Bill Harris who was working as a bill collector by day in Philadelphia when he joined 
Williams’s orchestra. 

That spring LaPorta connected with the Buddy Williams Orchestra that consisted of seven 
brasses, five saxes, piano, bass and drums. They played a summer engagement at Wildwood, NJ, 
and then moved on to the Lantz’s Merry Go Round Bar in Dayton, OH, that was popular with 
the personnel working at nearby Wright Field. Just as the band was starting to make a name for 
itself with nightly broadcasts over 50,000-watt Cincinnati radio station WLW, Williams was 
drafted into military service effectively bringing his band to a close and providing an opportunity 
for LaPorta to move up the big band ladder. 

Sandwiched between the first tier bands and the territory bands were the second tier bands 
that for whatever reason did not quite make the big time. One of those was the Bob Chester 
Orchestra. Chester never had to be concerned with financial matters. Born in 1908, he came 
from an extremely wealthy family in Detroit where his stepfather was a high-level executive in 
the automobile industry. In 1939 Chester’s good friend Tommy Dorsey had a business dispute 
with Glenn Miller and in spite sponsored a new Chester-led band to compete with Miller, play¬ 
ing in the Miller style. The band had seven minor charted hits in the early 40s, two featuring the 
attractive and talented Dolores O’Neill, one of the sadly unrecognized female vocalists of the era, 
Chester finally gave up band leading in the early 50s and moved back to Detroit where he carved 
out a successful business career. He passed away in 1975. 

A month after Williams broke up his band in late 1942 LaPorta received an offer to join Ches¬ 
ter's orchestra thanks to a recommendation by Bill Harris who was already with the Chester 
organization. LaPorta commented on his involvement with Chesters band from his home in 
Sarasota, FL: “By the time I joined Bob he had given up the Miller imitation and developed a 
solid swing dance band. We had some outstanding musicians. Irv Kluger was an excellent drum¬ 
mer who would go on to do a lot of work with Artie Shaw. Herbie Steward was a very talented 
tenor saxophone player. He was quite mature for a seventeen year old. Manny Albam played 
third alto, but it was obvious that his first love was arranging. Betty Bradley, an eye-catching 
and capable vocalist who was well liked by the band, replaced Dolores O’Neill who left after 
she married one of the trumpet players, Alec Fila. Bob himself, a tenor saxophone player, rarely 
played with the band. By mid 1944 the band started to slip because of heavy turnover and raids 
from better-known bandleaders. After eighteen months on the road traveling from coast to coast 
I decided it was time to move on." 

LaPorta and his new wife, the former Virginia Trisler, whom he met playing with Chester at 
the Topper Ballroom in Cincinnati, moved into a second floor spare room in his uncle’s Italian 
grocery store in Brooklyn in mid-July 1944. However, the confined space lacked toilet facilities. 
Fortunately, the neighborhood bar accommodated their needs. 

Shordy after settling in Brooklyn LaPorta went to a theater in Newark to see Woody Her¬ 
man's band perform. After the show he went backstage and met with Bill Harris and Ed Kiefer, 
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old friends from his Buddy Williams and Bob Chester days. Kiefer introduced him to Herman's 
lead alto saxophone player, Sam Marowitz, who offered LaPorta the open third alto chair. It was 
September 1944 and LaPorta joined the band while it was playing at the Cafe Rouge in Man¬ 
hattan and doing the weekly Old Gold Show on CBS radio that featured Alan Jones oF'Donkey 
Serenade” hit record fame. 

The First Herman Herd that LaPorta spent twenty-eight months with is considered to be one 
of the great orchestras in the history of jazz. It powerfully swung with aggressive young musi¬ 
cians playing new songs with fresh and sometimes humorous arrangements carefully crafted 
by the ilk of Ralph Burns and Neal Hefti. Although there were brilliant soloists like high note 
trumpeter supreme Pete Candoli and innovative trombonist Bill Harris, the band's hallmark was 
its sterling ensemble playing. Providing leadership and inspiration thanks to a climate in which 
creativity was encouraged was the much-revered Woody Herman. All in all, it was a hard driving, 
progressive band with a bop tinge and big sound that thrilled its audiences playing with sheer joy 
and abandon. 

LaPorta had several interesting observations to offer on individuals he worked with in the 
Herman band: "When Conrad Gozzo joined the band he was already considered the best lead 
trumpet player in the business but had to become comfortable with the head arrangements. The 
trumpet section was very competitive. He and Pete Candoli initially became rivals and for a short 
time had a personality clash. But once Conrad established himself they developed a fond mutual 
respect for each other that continued after they left the band.” 

Head arrangements were indeed the trademark of the First Herd: “During the first set Woody 
would often leave the bandstand and mingle with the crowd. Chubby Jackson would seize the 
opportunity and yell out ‘Let’s make a head.’ Neal Hefti often provided a creative spark with a 
melody line then all the other sections would kick in and contribute. After two or three weeks a 
fully developed piece of music would evolve.” 

Herman was blessed with two outstanding female vocalists: “Frances Wayne had a dignified 
bearing and a gorgeous, controlled voice of operatic quality. It was so pure that Duke Ellington 
tried to hire her. Mary Ann McCall was a hip, free spirit with a husky voice that sang with emo¬ 
tion and passion. Frances came from an Italian family in Boston that enjoyed the opera. Mary 
Ann was from Philadelphia and was a true student of the blues and jazz.” 

Personal idiosyncrasies abounded in the Herman Herd: “Flip Phillips, whose real name was 
Joseph Filipelli, was a superb tenor saxophone soloist who lived for eating Italian food and would 
order it any time he could at any hour. Whenever we got back to New York from a road trip, he 
would call his wife from Grand Central Station regardless of what time it was. She would im¬ 
mediately boil water to make pasta and have a full home-cooked Italian dinner ready for him by 
the time he got home to their apartment in Brooklyn, even if it were 3:00 am.” 

Pianist Jimmy Rowles provided much-needed musical relief for LaPorta: “Jimmy really ignited 
the rhythm section and was great at backing up the soloists. He also did me a big favor. After 
playing lead alto and soloing with Bob Chester I became a bit frustrated playing third alto with 
no solos for Woody. From time to time he would find a bar with a back room and piano and 
spend hours accompanying me while I improvised. He didn’t have to do that.” 

Although he did not solo with Herman, LaPorta continued to develop the writing skills that 
he originated at Mastbaum High School when he was seventeen years old. While the band was 
based in Los Angeles, he studied music theory with Dr. Ernest Toch who had a profound impact 
on the development of his arranging style. His composition "Non Alcoholic” became a perma¬ 
nent part of the Herman book. It was a swing piece that was inspired by the weekly Wildroot 
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Show on CBS radio that featured the First Herd. Wildroot hair tonic's claim to fame was that it 
was non-alcoholic. 

When asked what in his opinion was the key reason that made the First Herd a great musical 
organization, LaPorta commented that it was the band's timing: "The time of the First Herd was 
the great thing. As lead men, Gozzo, Harris, and Marowitz played time right down the middle. 
Some musicians play on top. Dixieland players tend to play on top a lot. With those three guys 
leading their sections the band couldn’t help but have swinging time.” 

After a December 24,1946, engagement at Castle Farms in Cincinnati, Woody Herman broke 
up his tremendously popular First Herd and headed home to Hollywood to spend quality time 
with his wife Charlotte and daughter Ingrid. At the time, little did LaPorta realize that he was 
about to embark on a sixteen-year odyssey through the New York jazz scene that would begin 
with a year of study with groundbreaking pianist, composer, and educator Lennie Tristano. 

LaPorta met Tristano while the Herman band was playing in Chicago in late 1946. Tristano 
was immediately impressed by LaPorta’s ability to read his complex music. When Tristano moved 
to New York in early 1947 the LaPortas and Tristano and his first wife Judy developed a social 
relationship. This affiliation led to a year's study with Tristano during which LaPorta recorded 
an album and played in a series of weekly jazz radio broadcasts called Moldy Figs versus Moderns 
with him. LaPorta also became acquainted with saxophonist Lee Konitz through Tristano and 
developed a friendship with Gil Evans who was arranging for Claude Thornhill. But there were 
storm clouds on the horizon. 

“Lennie lived in his own world and developed a cult-like following among his students,” LaPor¬ 
ta said. "While I studied with him he would negatively analyze my playing without offering any 
positive suggestions. His comments would breakdown my confidence, so I gradually stopped 
seeing him." 

LaPorta commented on the end of their relationship: “Metronome Editor Barry Ulanov was 
conducting a Monday evening English class for musicians at his apartment in the Village. After 
one of the classes he suggested I see Lennie again. I did, and at the end of our discussion, Lennie, 
who spoke in the third person, said'Lennie sees things different from you. Perhaps it’s best we go 
our separate ways.’ I was greatly relieved.” 

Involvement with big bands continued when LaPorta played with Boyd Raeburn and Claude 
Thornhill in 1949. His reputation in the jazz world soared when he was asked to play with the 
Metronome All Stars in 1951 and was called by Charles Mingus to make an album on his Debut 
label in 1954. The album, The John LaPorta Quintet, was positively reviewed by Ulanov in Metro¬ 
nome and Nat Hentoff in DownBeat. Nineteen fifty-four was also the year of the Jazz Composers 
Workshop. 

In the fall of 1953 Metronome music critic Bill Coss approached LaPorta and several other 
musicians about forming a group of composers to perform music written by them in a concert 
setting. This was the genesis of the Jazz Composers Workshop that included Charles Mingus. 
The group gave three concerts in 1954 that were accorded extensive articles in Metronome by 
George T. Simon and Barry Ulanov before it dissolved late that year. 

Shortly after the Jazz Composers Workshop broke up, Mingus called LaPorta to record with 
a nucleus of the original Workshop. The results were two landmark free-form, experimental 
albums titled Jazz Composers Workshop and The Jazz Experiments of Charles Mingus, They have 
made a huge impact on the nefarious recording business over the years as several overseas record 
companies have pirated them. Unfortunately, the musicians who recorded the albums have never 
received a dime for their efforts. 
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After the Jazz Composers Workshop came to an end, LaPorta continued to play and record 
with Mingus in small groups. He talked about the great bass player’s propensity for on-stage his¬ 
trionics: “Mingus rarely rehearsed a composition from beginning to end. As a result, musicians 
playing them for the first time could easily get lost, resulting in a concert performance bordering 
on the chaotic. Whenever this happened Mingus would launch a tirade at the suspected musi¬ 
cians and with great flamboyance shout to the audience that he was starting the piece over.” 

Mingus and LaPorta developed a strong professional rapport. The volatile bass player frequent¬ 
ly recommended LaPorta for recording sessions as he did in 1956 when he suggested LaPorta 
to pioneer modern-jazz drummer Kenny Clarke to play in Clarke's Klook’s Clique album. It was 
recorded in record producer Rudy Van Gelder's home studio in Hackensack, NJ, and featured 
LaPorta on the cover. 

The 1958 Newport Jazz Festival that was immortalized in the documentary film Jazz on a 
Summer's Day marked another milestone in John LaPorta's career. Festival founder George Wein 
and jazz educator Marshall Brown created the International Youth Band comprised of teenage 
musicians from sixteen different countries to play at the 1958 Festival. The band was a big hit, 
garnering a rave review in Variety, LaPorta played an important part in its success by auditioning 
and rehearsing the reed section and writing the band’s book with Jimmy Giuffre and Bill Russo. 
LaPorta also played the Festival with his own quartet, receiving compliments from DownBeat, 
Metronome, and his peers. After he came off the stage at the end of his set Cannonball Adderley 
said to him: “John, you really have a pretty tone, especially on that beautiful ballad of yours.” That 
beautiful ballad was La Porta's piece“The Most Minor” that spawned an album by his Quartet of 
the same name. 

LaPorta continued his work with young musicians in 1959 when he participated in the first 
National Stage Band Camp for students at Indiana University in Bloomington, IN. Stan Ken¬ 
ton, whom LaPorta first met in the mid 40s at the Bradford Hotel in Boston while the Herman 
Herd was playing the New England area, headed the camp. LaPorta would be associated with 
the camps for the next twenty-five years. 

The milieu of jazz education always attracted LaPorta. He started private instruction at his 
studio in Manhattan in 1948, the year he joined the faculty of the Parkway School of Music in 
Brooklyn where he taught fulltime for two years. Through the late 40s and the 50s he worked 
with Long Island high school concert jazz bands. As a student, he attended the Manhattan 
School of Music where he received a bachelor s degree in clarinet in 1956 and a master's degree 
in music education in 1957. John LaPorta was without a doubt fully prepared to evaluate an 
unexpected opportunity for a major career change that would involve the world of academia that 
came his way in 1962. 

Lawrence Berk founded the Berklee College of Music in Boston in 1954. Berklee is the world’s 
largest independent music college and the premier institution for the study of contemporary 
music. Toshiko Akiyoshi, Kevin Eubanks, Quincy Jones, Diana Krall, and Branford Marsalis are 
but a few of its noted alumni. LaPorta accepted an offer from Berk to teach as a tenured professor 
at Berklee starting in June 1962. He would go on to spend twenty-three years at the institution, 
retiring as professor emeritus in 1985. Part of his legacy was the development of a structured 
four-year Instrumental Performance diploma program that lowered the school’s dropout rate 
and helped students develop their performance skills. He kept active by playing with and writ¬ 
ing for fellow faculty member Herb Pomeroy’s Jazz Orchestra and performing with the Berklee 
Faculty Saxophone Quartet. 

John LaPorta did not languish after he retired in 1985 to Sarasota, FL. With a continuing 
strong interest in jazz education he returned to Boston every summer through 1999 to work 
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with students in the Berklee summer program and tutored the Riverview High School jazz band 
in Sarasota for five years. In recognition of his educational contributions, in 1994 the Interna¬ 
tional Association of Jazz Educators presented him their distinguished Humanitarian Award 
that honors educators whose love for teaching jazz surpassed conventional academic standards. 
They also named their Jazz Educator of the Year Award in his honor in 2006. LaPorta is a found¬ 
ing member of the organization. 

Most jazz musicians do not start recording new albums and re-releasing previously recorded 
material at 78. John LaPorta did. In 1998 he released the John LaPorta Quartet Life Cycles album 
that he recorded with Berklee faculty that year. Next came Theme and Variations in 2002 that 
consisted of two parts, his unissued 1956 composition for octets "Theme and Variations” and a 
reissue of his 1957 Concepts album that included his "Concertina for Clarinet" that dramatically 
showcased the clarinets jazz solo possibilities. His most recent work was I Remember Woody, a 
tribute to the leader of the Herds for whom he still holds the highest professional respect. It was 
his first musical involvement with Herman's music since 1959 when he recorded the clarinet solo 
on Stravinsky s Ebony Concerto with a band led by Elliott Lawrence that included several Her¬ 
man alumni. Both Herman enthusiasts and the music world in general have very well received 
the tribute album he recorded in 2002. 

John LaPorta has led a fascinating musical life as documented in his Cadence Jazz Books 
biography Playing it by Ear. When asked to comment on his diverse career just a few months 
before he died from complications of a stroke he said: “I'm very lucky. I played through the Big 
Band Era and the 40s and 50s New York jazz scene and was involved for thirty-seven years with 
Berklee in jazz education. I got to personally know many of the great musicians of my day from 
Herman and Kenton to Mingus and Gillespie and Parker. Most important, at eighty-three I'm 
still actively playing at jazz festivals and recording new albums, have many friends, continue to be 
happily married to Ginnie for sixty years, and enjoy keeping up with all that’s currently going on 


WILLIE SCHWARTZ AND PEGGY CLARK 
A BIG BAND ROMANCE 


larinet, saxophone, and flute player Willie Schwartz was a key contributor to the distinc¬ 



tive sound that made the Glenn Miller Orchestra the most popular of the Big Band Era. 


Peggy Clark was one of four Clark Sisters that sang as The Sentimentalists on a string 
of Tommy Dorsey hit records in the mid 1940s. They met while performing with Bob Crosby's 
band at the Strand Theater in Manhattan in early 1948 and married in Los Angeles on Septem¬ 
ber 17 of the same year after a whirlwind courtship. Their idyllic forty-two-year marriage was 
truly a big band romance. 

The Schwartz's extraordinary story starts with Wilbur “Willie” Schwartz, who was born in 
Newark, NJ, on March 17,1918. He was naturally attracted to music at an early age and quickly 
became proficient on the clarinet, saxophone, and flute. Schwartz soon developed to the point 
that while still a high school student he would frequently cross the Hudson River to play profes¬ 
sional engagements in Manhattan. However, he surely never imagined while honing his craft that 
he would play a significant role in shaping the musical course of the Swing Era, playing with the 
most famous of all the big bands. 

Trombonist and arranger Glenn Miller failed in his first attempt to lead a band in 1937. His 
unsuccessful venture cost him in the neighborhood of $20,000, far more money than most major 
league baseball players of that time made in a single season. By the spring of 1938, with financial 
backing from his wife Helens parents, he decided to try a second time and was on the hunt for 
new musicians. Enter his good friend, then Metronome staff writer, George T. Simon. 

Simon unremittingly scoured the metropolitan New York area jazz scene to uncover material 
for his Metronome column. While reviewing the Julie Wintz band at the Top Hat nightclub in 
Union City, NJ, he discovered Willie Schwartz playing saxophone and recommended him to 
Miller for his new band. Miller went to the Roseland Ballroom where Wintz next played to hear 
Schwartz. It was April 1938. He liked Schwartz's saxophone sound but detected something dis¬ 
tinctive in his clarinet work that led to his hiring him to play lead clarinet over four saxophones. 
This creative blend was the unique sound that made the Glenn Miller orchestra famous. 

In his book. The Swing Era, Gunther Schuller discussed Schwartz's contribution to Miller's 
success: “But by April 1938, Miller had organized and rehearsed a new band, with an expanded 
five-man saxophone section and two personnel additions crucial to Miller's future—Tex Beneke 
and Wilbur Schwartz. Beneke, as the most featured soloist and sometime vocalist with Miller 
during the band’s heyday, was to become world-famous. But Wilbur Schwartz has been little 
recognized for his unique contribution to Miller's success, even though it was Schwartz’s warmly 
pulsating lead-clarinet sound over the four saxophones that established Miller's fame with both 
musicians and the public. Miller had found "the sound,” but it was twenty-year-old Schwartz, a 
remarkably consistent and musical player, who had put it across.” 

Schwartz played clarinet and saxophone with Miller’s band until the patriotic leader dissolved 
it to join the Army as a captain after its last performance at the Central Theater in Passaic, NJ, 
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on September 27,1942. Schwartz had the highest respect for Miller and always felt proud to be 
part of his organization. He was also a part of Miller’s golf contingency as recently explained by 
Miller trumpeter Zeke Zarchy who frequently met with Schwartz and Billy May for breakfast at 
the still-in-business Patys Restaurant on Riverside Drive in Toluca Lake, CA: "I introduced golf 
to the band and Glenn immediately became a golfing enthusiast. He would play whenever pos¬ 
sible. Willie, Frank D’Annolfo, Dale McMickle, and Jack Lathrop, whose mother played in golf 
tournaments, were also active golfers. Willie was a great guy with a tremendous sense of humor. 
Everyone in the band loved him.” 

Glenn Miller trombonist Paul Tanner and Willie Schwartz were good friends. Tanner com¬ 
mented on his days with Schwartz in the Miller band from his home in Carlsbad, CA: “Willie 
and I did a lot together. We rented an apartment on Pelham Road in New Rochelle with Roily 
Bundock while we were playing at the Glen Island Casino during the summer of 1939 and went 
in together to buy a car that Willie's dad over in Newark fixed up for us. Willie was definitely on 
the mischievous side and a bit of a Peck's bad boy who was always ready for a practical joke. But 
Glenn liked him and valued his playing, as did all the guys in the band. Things were never dull 
when Willie was around.” 

After Miller broke up his band, Schwartz joined the Merchant Marines and toured with the 
U.S. Maritime Service Band. The Schwartz family has a photo collection of him playing with the 
Band at Santa Catalina Island in 1943. When the war ended, he moved to Los Angeles and did 
radio and studio work and played with a variety of big bands. Come early 1948 he was with the 
Bob Crosby band performing at the Strand Theater in New York when he met Peggy Clark. 

Few would think of North Dakota as a bastion of the big bands. Surprisingly, the state does 
have a strong Swing Era tradition. Lawrence Welk hails from Strasburg. Norma Egstrom, who 
was born in Jamestown, got her start singing with accompaniment by an organist at the Powers 
Hotel Coffee Shop and on radio station WDAY in Fargo. The station’s program director, Ken 
Kennedy, suggested she change her name to Peggy Lee. The Crystal Ballroom in Fargo was a 
major stop on the big band circuit. It was there, on November 7,1940, that a Duke Ellington en¬ 
gagement before a capacity crowd was recorded and issued by the Book of the Month Club with 
a booklet written by Stanley Dance. It is considered to be one of the best of Ellington’s many 
location recordings and featured a brilliant tenor saxophone solo by Ben Webster on "Stardust,” 
And seventy-five miles north of Fargo, situated on the banks of the Red River of the North, is 
Grand Forks, home of the States Theater and Ballroom where all the great big bands played and 
the home of the singing Clark Sisters. 

There were four Clark sisters born two years apart in Grand Forks: Jean in 1920; Ann in 1922; 
Peggy in 1924; and Mary in 1926. Their singing career was sparked by their father William 
Jennings Bryan Clark, a local businessman, who had a rich baritone voice. Contributing to their 
natural talent was their mother Hilma, who was an accomplished pianist. Their primary form 
of family entertainment, during the bleak days of the Great Depression that was particularly 
unkind to North Dakota, was harmonizing together. 

During a recent interview at her home in Encino, CA, Peggy Clark talked about the sister’s 
early start as entertainers: "I remember appearing with my sisters in public for the first time when 
I was five years old. We were always singing around Grand Forks, especially at the University of 
North Dakota. We sang at University events and all the fraternity and sorority parties. While I 
was in high school we had our own daily radio program.” 

Richard King practiced law for fifty-seven years in Grand Forks before he passed away at 
eighty-five in 2006 and in 1976 founded a popular seventeen-piece territory band called Dick 
King's Classic Swing Band that is still active. In 2004 he recalled working with the Clark Sisters: 
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“I first heard the Clark Sisters back when they were little kids. In 1940 there were twenty-two 
farmers and businessmen running for Grand Forks county sheriff. The candidates always had 
entertainers when they made campaign appearances. At one of the candidates rallies I played 
saxophone and sang with my sister on the same program with the Clark Sisters who were just 
a sensational singing group with great stage presence. Even then it was clearly evident that they 
had the ability to go far.” 

The Clark Sisters did indeed go far. In fact, they went straight to New York with no stops 
along the way thanks to the counsel of a family friend. Peggy Clark tells how it all happened: 
"Bob Ryan was an established marimba player in New York who was from Grand Forks. On a 
Christmas visit home he suggested we think about going to New York, We all agreed and he in¬ 
troduced us to a manager, Alan Ruppert, who set us up in the McAlpin apartment hotel on 34* 
Street in Manhattan. All this suddenly happened at the beginning of 1942 when I was seventeen 
years old.” 

Ruppert quickly landed the sisters their first job traveling up and down the East Coast for 
three months with Major Bowes’s The Original Amateur Hour radio talent show. Bowes wanted 
a female vocal group on each show so the sisters changed their group's name for each program to 
compete as an alleged new contestant. Next, came a year with a USO tour of military bases that 
provided valuable radio air time. They worked their way from New England down to Florida and 
across the country to California. George T. Simon saw them sing in New York during July 1942 
and gave them a good Metronome review. When the tour ended they returned to New York to 
sing at Manhattan venues. Then came Tommy Dorsey and a breakthrough to nationwide fame. 

How Tommy Dorsey hired the Clark Sisters is a noteworthy story. Peggy Clark recounted the 
particulars: "Tommy wanted to hear us sing but we couldn't go to do an audition because Jean 
was recovering from an illness and was unable to walk. So he and Sy Oliver came over to our 
apartment and we sang for them. He asked us to join the band right there and we opened with 
him as The Sentimentalists at the Cafe Rouge of the Hotel Pennsylvania in the fall of 1943.” 

The Cafe Rouge engagement in Manhattan was the start of a breathtaking two-and-a-half- 
year run with Dorsey, singing at the top theaters and hotels across the country. The four sisters 
were also with the band when it appeared in the film Thrill of a Romance. Unfortunately, their 
song was left on the cutting room floor. But there was also recording stardom. They charted six 
hit records with Dorsey, the most popular of which were the top ten hits "On the Atchison To¬ 
peka, and the Santa Fe” in 1945 and“Until” that included a Harry Prime vocal and was released 
in 1948. Their exuberant version of "On the Sunny Side of the Street,” arranged by Sy Oliver, was 
a particular swing favorite of George T. Simon. 

Superb musicians were always a hallmark of Tommy Dorsey’s bands. Peggy Clark talked about 
two great drummers she worked with: "Both Gene Krupa and Buddy Rich played with Tommy 
while we were part of the band. Gene was a consummate showman andjust a real nice guy, a true 
gentleman. Buddy was exceptionally adept technically but he had an unpredictable and touchy 
personality. They were the best percussionists I ever worked with.” 

There were others that made an impression on Clark: “Jess Stacy played piano in the band for 
a while. He was one of the funniest men I ever met. Buddy DeFranco was on clarinet and so 
talented. He was a superb musician and a sweet man. When we got there, Nelson Riddle was 
playing trombone and starting out as an arranger. He had a junior high school sense of humor 
back then. Sy Oliver was a big influence on Nelson." 

What about the volatile Dorsey himself? "Tommy did like to have a drink now and then. But 
with us he was polite, patient, and very paternal; he kept a watch on us. He took an interest in us 


150 




WHEN SWING WAS THE 

and went out of his way to work with us to broaden our development. Tommy was a wonderful 
musician and we learned so much from him both musically and about the band business,” 

The Dorsey-Sentimentalists Era came to a close in mid 1946 when Mary left the group to 
marry Bruce Branson, who was with the Dorsey band. The remaining Clark Sisters immediately 
discussed their career options and decided the time had come to strike out on their own. They 
held auditions in New York to replace Mary, hiring Lillian Ventimiglia, who was a perfect fit vo¬ 
cally and in personal compatibility. She would eventually marry Sy Oliver. 

The reconstituted Clark Sisters spent 1947 primarily doing radio work on several shows on 
both the East and West Coasts and reunited with Tommy Dorsey for a December recording 
session. In early 1948 they joined Bob Crosby's band at the Strand Theater in Manhattan, where 
Peggy Clark met Willie Schwartz, and continued to tour with Crosby on the East Coast through 
the spring. Willie and Peggy first spoke to each other during a rehearsal and it was love at first 
sight. Nevertheless, the days of the Clark Sisters performing together as a vocal group were rap¬ 
idly coming to a close. 

In the summer of 1948 the three remaining Clark sisters moved to Los Angeles to do the 
Jack Smith Show; Willie Schwartz also came west to do radio work on the Club 15 Show, Lillian 
Ventimiglia decided to stay in New York. Jean had already married. Ann married soon after they 
arrived in Los Angeles as did Peggy to Willie at the Chapman Park Hotel in Los Angeles's mid- 
Wilshire area on September 17. After considerable deliberation, the sisters agreed that the time 
had come to discontinue the group and move on and raise their families. Throughout the years 
they would occasionally reunite to record albums. But they did not publicly appear together until 
1990. 

Notwithstanding the Clark Sister’s dissolution, the Schwartzs actively continued their careers 
in musical entertainment. Willie Schwartz flourished professionally for the next forty years. He 
would go on to achieve a distinguished and varied career in music, playing for several years in 
the NBC Orchestra and in numerous radio and television shows and the movies. In the 1950s 
he branched into classical music, playing with the Los Angeles Philharmonic Orchestra at the 
Hollywood Bowl and in 1966 spent three weeks touring Japan with the Percy Faith Orchestra. 
Thanks to his associations with Billy May and Nelson Riddle he was involved with myriad re¬ 
cord albums that featured major vocal artists such as Rosemary Clooney, Ella Fitzgerald, Peggy 
Lee, and Frank Sinatra. 

Glenn Miller-related activities were always high on Willie Schwartz's agenda. He played in the 
1954 The Original Reunion of the Glenn Miller Band concert at a filled-to-capacity Shrine Audi¬ 
torium in Los Angeles and at the Queen's Theater in Sydney in conjunction with the Australian 
opening of the popular 1954 film The Glenn Miller Story. There were additional trips to Australia 
and appearances with Tex Beneke’s Orchestra at numerous Glenn Miller concerts and reunions 
over the years. In 1989 he toured England and Scotland with Miller alumni and performed in 
the 1989 PBS television show The Glenn Miller Big Band Reunion that was held before a live 
audience at Hollywood's Aquarius Theater. Still an avid golfer, while in Scotland Schwartz got 
to play at the famous St. Andrews Golf Course with Miller trombonist Jimmy Priddy. Schwartz 
also remained close to original Miller band members. In addition to May, Tanner, and Zarchy he 
kept in contact with Trigger Alpert, John Best, Ernie Caceres, and Dale McMickle. 

Willie Schwartz remained active and was a fixture in the Hollywood studio and recording 
scene until he became ill in the late 1980s. He passed away on August 3,1990. Schwartz’s close 
friend Billy May delivered an emotional eulogy at his final service. The Big Band Academy of 
America posthumously presented their Golden Bandstand Award to Schwartz and inducted 
him into their Hall of Fame at their 2002 annual Reunion in Studio City, C A. 
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Peggy and Ann were the only two Clark Sisters that remained professionally active. Peggy 
prolifically sang as a group vocalist on television shows and in the movies. Her film work in¬ 
cluded several Disney pictures and classic musicals such as Brigadoon, My Fair Lady, Seven Brides 
for Seven Brothers, and The Music Man. She was also active with the Johnny Mann Singers for 
twenty years and had the honor of singing at functions for two presidents, Gerald Ford and 
Richard Nixon. The affair for President Ford was held in Palm Springs in 1990; she was joined 
by her three sisters and old friend Lillian Ventimiglia who flew out from New York. 

The Schwartz family’s legacy in the entertainment industry is being capably perpetuated by 
the three Schwartz children. Nan is a composer and arranger who has been nominated for two 
Grammies and is highly respected by no less than Johnny Mandel. Karen is a talented vocalist 
who has carried on the family tradition of group singing in television and film. Doug does sound 
restoration and engineering at his studio in North Hollywood, CA. He was nominated for a 
Grammy for album mastering. 

Peggy Clark started performing in 1929. Looking back through the years she has no second 
thoughts: “My sisters and I had a great career with the big bands and I had a tremendous time 
working with the all the studios. I saw Hollywood inside and out. Willie and I always enjoyed 
getting together socially with Billy May, Hank Mancini, and Nelson Riddle. Most important, we 
had an ideal marriage and raised a wonderful family. All of us had so much fun together and we’re 
still as close as ever.” 



CHICO SESMA 

FROM BIG BANDS TO LATIN JAZZ 

A lthough thriving in New York since the early 1940s when introduced by Mario Bauza 
and Machito, Latin jazz was virtually unknown in Los Angeles in 1949, the year former 
Big Band Era trombonist Chico Sesma launched his career in Southern California ra¬ 
dio, Such is not the case today. Thanks in large part to both Sesma's pioneering radio work and 

the major centers of Latin jazz in the United States. If there was a Los Angeles Latin Jazz Hall of 
Fame, Sesma would be among the first inductees for his contributions as a Big Band Era musi¬ 
cian, Latin jazz radio personality, and Salsa dance promoter who consistently featured the top 
names in Tropical music. 

Today East Los Angeles is home to the largest Hispanic community in the Los Angeles area. It 
abounds with colorful murals, outstanding Mexican restaurants, and the lilting strains of Maria- 
chi music. When Lionel Sesma was born in East Los Angeles on March 29,1924, it was a diverse 

in a Mexican American family with no special musical talent, attended Hollenbeck Junior High 
School, where he learned to play trombone, and later Roosevelt High School. 

During a conversation at his home in the Hollenbeck Park area of East Los Angeles, Sesma 
reminisced fondly about his time at Roosevelt: “The music program at Roosevelt was something 
that is hard to find at high schools today. We had a ROTC band, a symphony orchestra, and a 
dance orchestra. Tliere were three music theory classes taught by three different music teachers 
who also ran the bands. I took every theory class and played in all three groups. Music was my 
life in high school and I loved the big bands. It was a thrill listening to Paul Whiteman play at 
our senior prom at the Florentine Gardens in Hollywood.” 

After graduating, Sesma attended Los Angeles City College: “That was a great experience. At 
that time they had what they called a studio staff orchestra which was a dance orchestra. We 
used to have musicians from the studios and name big bands come in and rehearse us and lead us 
through charts. I recall that Murray McEachern spent a lot of time with us. Everything was very 
high tech. The professor was an engineer and had a lot of sophisticated recording equipment so 
we made a lot of records, George Weidler, who went on to play alto sax with Les Brown and Stan 
Kenton and marry Doris Day, was in the orchestra. From time to time we talked about what was 

It was actually while attending high school that Sesma started to professionally develop his 
skill on the trombone playing with East Los Angeles-based fifteen-piece dance orchestras led by 
popular Mexican American bandleaders. He started out with Phil Carreon and moved along to 
Sal Cervantes, Tilly Lopez, and Freddy Rubio. The most prominent of the four was Phil Carre¬ 
on, who had musicians of the quality of Billy Byers, Teddy Edwards, Herb Geller, and Lennie 
Niehaus play in his band during the 1940s. By latel943 Sesma progressed to fulltime trombon- 
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Liz Tilton, Martha’s younger sister, her start as a vocalist a few years earlier. It was an opportune 
gig, one that would lead to a step up the ladder to a higher-profile big band, the Johnny Richards 
Orchestra. 

Definitely worth examiningis the personal history of musical prodigy Johnny Richards who 
was bom Juan Ricardo de Cascales on November 2, 1911, in Queretaro, Mexico. His mother 
was a concert pianist who studied under Paderewski. Richards’s family moved to Schenectady, 
NY, in 1912 where he spent his early years. At eight, the gifted multi-instrumentalist joined a 
vaudeville act called The Seven Wonders of the World and in his late teens played saxophone 
and was the house orchestrator in Philadelphia's Mastbaum Theater pit band. In the early 1930s 
Richards composed film scores for the Gaumont Film Studios in London and then moved on 
to Hollywood where he served as Victor Young’s assistant at the Paramount Studios. Richards 
formed his first orchestra in 1940 and as 1943 came to a close it was playing at the Club Del Rio 
in San Pedro, CA, when Sesma came aboard thanks to the recommendation of Richard's lead 
alto player, Joe Glorioso. Sesma’s fellow Roosevelt High School alumni and popular Swing Era 
vocalist Andy Russell was playing drums in the band that night. 

Following the Club Del Rio date, the band played at the Hollywood Casino nightclub and 
appeared on Phil Baker's Take It or Leave It quiz show and the Jack Carson Show network radio 
programs. Richards then took the band east, performing at Jerry Jones’s Rainbow Rendezvous 
in Salt Lake City, Elitch’s Gardens in Denver, and the Roosevelt Hotel in Washington D.C. 
before arriving in New York in late 1944. While in the New York area, Sesma and the band had 
bookings at the Hotel Lincoln and Walter's Larchmont Post Lodge. They also recorded for Mu- 
sicraft and appeared on the Armed Forces Radio Service's One-Night Stand and Victory Parade of 
Spotlight Bands radio shows. After a month’s break in Manhattan the band backed up comedian 
Eddie"Rochester" Anderson on tour at the Rialto Theater in Boston and the Oriental Theater in 
Chicago. During his short stay in Chicago Sesma ran into fellow Los Angelino Gerald Wilson, 
whose big band was also playing in town. As soon as the two week Oriental Theater engagement 
ended Richards decided to break up his band and in mid-1945 Chico Sesma headed back home 
to Los Angeles. It was the conclusion of his association with Johnny Richards. 

What were Sesma's impressions of Johnny Richards?“Johnny’s charts were challenging and in¬ 
teresting to play although they were not overly appealing to dancers. He certainly was a brilliant 
musician, but I found him somewhat aloof as a bandleader. I respected him professionally and 
was not surprised that after the band broke up in Chicago he went on to a notable career as an 
arranger and composer with several well-known vocalists and big bands, especially Stan Kenton. 
In fact Johnny did fine work on Stan's Cuban Fire album. I remember I was saddened when I 
heard he died from a brain tumor. He was young, only fifty-six.” 

Over the next few years Johnny Richards would indirectly play a part in Sesma’s career on two 
occasions. The first involved twenty-one-year-old Tom Talbert’s first recording session as a big 
bandleader on June 25,1946, at the Radio Recorders studio in Los Angeles. Talbert talked about 
the session from his home in Beverly Hills shortly before he passed away in 2005: “I heard about 
Chico from Johnny Richards. When I started rehearsing I immediately selected him for the first 
trombone part and it worked out well. He was a very good player and was popular with everyone 
in the band." 

In addition to playing lead trombone on all the recordings alongside Ollie Wilson, a favorite of 
Artie Shaw, Sesma sang a vocal refrain in Spanish on Richards's and Ralph Yaw’s composition of 
“Down in Chihuahua.” Sesma and Richards collaborated on writing the dialogue. Several critics 
have viewed the Talbert version of the song as superior to the Stan Kenton adaptation with vocal 
work by the Pastels that was recorded in early 1947. 
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Sesma spent the next three years working exclusively with big bands: “After the Talbert record¬ 
ings I played on the road and in Los Angeles with big bands led by Chuck Cascales Johnny Rich¬ 
ards’s brother whom I knew through Johnny, Jimmy Zito, Les Brown’s superb trumpet player, 
and Floyd Ray, a popular African American bandleader who went on to become a recording 
industry executive in the 60s. I was also with Boyd Raeburn and Russ Morgan locally in Los 
Angeles. I truly admired Russ; he was a fine musician and a strong person who knew how to 
run a band. We did a lot of recording work for Decca and on motion picture sound tracks. Russ 
Morgan has all my respect,” 

As a benchmark, the Big Band Era is considered to have officially ended in December 1946 
when within a few weeks of each other several top bandleaders disbanded, albeit temporarily, be¬ 
cause of a dramatic postwar decline in business. According to the late big band historian George 
T, Simon, the group included Les Brown, Benny Carter, Tommy Dorsey, Benny Goodman, Ina 
Ray Hutton, Harry James, and Jack Teagarden. Unfortunately, industry conditions continued to 
deteriorate as the decade progressed. By 1949 opportunities for big band sidemen became fewer 
and fewer, prompting Chico Sesma to ponder his future, a future that would soon lead to a four- 
decade career in radio. 

"I had a childhood friend named George Baron who was an account executive for KOWL 
in Santa Monica, a station that focused on specialised markets,” Sesma said, “He went to radio 
school and had aspirations of becoming a radio announcer that he set aside because working as 
an account executive was more lucrative for him. We crossed paths and he and the station man¬ 
agement came up with the creation of the Chico Sesma Show because they had enjoyed consider¬ 
able success with a music program designed to reach the African American market in the person 
of a black disc jockey, Joe Adams, who following his radio career had a longtime association with 
Ray Charles. They wanted to duplicate that success with a Mexican American bilingual format 
as opposed to a Spanish only format which had dominated the Los Angeles market up to that 
point. George gave me a two week crash course in radio announcing and I got the job immedi¬ 
ately after a fifteen minute audition. It was at that time that I acquired the nickname Chico.” 

What started out as a half hour show grew quickly by popular demand to a three hour pro¬ 
gram that attracted both Hispanic and non-Hispanic listeners. With his deep, rich, baritone 
voice, Chico Sesma was now an established radio personality playing big band music of the likes 
of Duke Ellington, Woody Herman, Stan Kenton, and Jimmy Lunceford. However, Sesma’s 
program format was about to experience an unexpected and sudden change. 

Soon after he went on the air Sesma started to roam through the many record stores that were 
then concentrated on Pico Boulevard to search for new material. He made a startling discovery. 
For the first time Sesma heard the sounds of Machito and Tito Puente and Tito Rodriguez. It 
was a shocking revelation, and he immediately started playing their pulsating, infectious music 
on his program. The response was overwhelmingly positive and within six months The Chico 
Sesma Show became an all-Latin music program. Thanks to Sesma’s rummaging through record 
bins in the back of record stores, Afro-Cuban-based Latin jazz was played on a Los Angeles radio 
station for the first time and the new sound became an instant sensation. 

Another milestone in Sesma's career occurred in 1954. It was the year he started his legendary 
Latin Holiday dances at the Hollywood Palladium: “George Baron suggested that I try to pro¬ 
mote a dance for the Hispanic youth. I was able to get the Hollywood Palladium for a Sunday 
evening, which was its off night, for $800. It was a huge success; we drew almost 4,000 the first 
night. Within less than three years it became a well-attended monthly event. I kept going until 
1973. Even though we were still doing well I sensed that the dance scene in Southern California 
was starting to change.” 
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The first Latin Holiday dance featured Perez Prado and Joe Loco, who happened to be in Los 
Angeles, Through the years Latin music giants such as Celia Cruz, Jack Costanzo, Machito, 
Benny More, Johnny Pacheco, Charlie and Eddie Palmieri, and Tito Puente were among the 
many that headlined programs. A highlight occurred on a magical Sunday in 1958 when More 
and Puente appeared together on the same bill. Starting in 1965 the popular East Los Angeles 
rock and roll band Thee Midniters, whose live recording of'Land of a Thousand Dances” hit the 
charts that year, played the Latin Holiday dances for two years. They were well received and by 
the end of their run had moved up to become a headline act. 

Bongo superstar Jack Costanzo recalled his Latin Holiday experience from his home near 
San Diego: "Chico Sesma and I are good friends, we go back a long way. I have fond memories 
of playing at his Latin Holiday dances, Chico knew how to run a class event and the Hollywood 
Palladium was always packed. The kids loved the music and could really dance. Those were great 
times and great Latin music.” 

The 1950s were a busy time for Sesma. In addition to developing Latin Holiday he continued 
at KOWL along with fellow disc jockeys Adams, Jim Ameche (Don Ameche’s brother), and 
Frank Evans until 1957 when the station changed ownership and was renamed KDAY and con¬ 
verted to a Top 40 format. After short stints with a local FM station and KNOB, Sleepy Steins 
jazz station, Sesma was briefly off the air until September 1959 when he landed an evening show 
with KALI. He was with the station until 1967 at which time he fell victim to another change of 
hands. His departure from KALI proved to be a blessing in disguise as it allowed him to start an 
entirely new professional career. 

In February 1969 Sesma decided to take a chance and answer an ad in the Los Angeles Times 
for a job with the State of California’s Employment Development Department. He was accepted 
and in a very short period of time worked his way up from a position in the human relations 
division to become a public information officer working with the electronic and print media and 
organizing and conducting special events. His background on radio and running the Latin Holi¬ 
day dances were perfect training for the job. 

Comel979 Sesma’s career with the State of California was on the fast track and it appeared 
that after nearly twenty years as a fixture on Los Angeles radio he was permanently off the air. 
Then along came New York-based Fania records, often referred to as the Motown of Salsa, and 
a surprise return to KALI: “In early 1979 Fania entered into an arrangement with KALI to do a 
show featuring their records. I was asked to return to KALI to host the evening program. I didn’t 
have programming latitude but that didn’t bother me because I loved Fania’s format. Who could 
complain about playing songs by artists like the Fania All Stars, Celia Cruz, Larry Harlow, and 
Willie Colon? I could go on and on. I found Jerry Masucci, who formed the label with Johnny 
Pacheco, and the entire Fania organization a pleasure to work with.” 

It was a hectic period for Sesma, what with his Fania radio show and demanding professional 
position with the State, As the 1980s unfolded he decided the time had come to slow the pace. 
In May 1982 he left KALI when Fania ended their program and in December 1983 retired from 
a distinguished fifteen-year career with the State of California’s Economic Development Depart¬ 
ment. However, Sesma has not faded from public view. Through the years he has kept active in 
music, playing trombone with the Hispanic Musicians Association, and has remained in contact 
with his childhood friend and fellow Roosevelt High School graduate, Paul Lopez, a distin¬ 
guished trumpet player, arranger, and composer who attended Julliard. He also has appeared as 
a guest on several radio shows. 

Well-deserved recognition has also come Sesma's way. In 1991 The Hispanic Musicians As¬ 
sociation celebrated their Spirit of Music Awards at the Sportsman’s Lodge in Studio City, 
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CA. Over 600 Latin music enthusiasts crammed the Lodges Empire Ballroom to full capac¬ 
ity. Among the events five honorees was Chico Sesma, who received the Association's Spirit of 
Music Award for his impressive life-time contributions to music, radio, dance promotion, and 
community service in Los Angeles. The award was presented to Sesma by Association president 
Bobby Rodriguez. He was also recognized by the International Latin Music Hall of Fame in 
2002 and honored at a star-studded tribute. 

Chico Sesma is still an icon of the Latin jazz community. Jose Rizo's popular Jazz on the Latin 
Side radio show is a longtime fixture on KKJZ-FM. He discussed Sesma's contributions from 
the stations Chuck Niles studio in Long Beachf'We all owe Chico a debt of gratitude. He intro¬ 
duced Latin jazz to Los Angeles through his radio show and Latin Holiday dances. He also had 
a definite impact on contemporary musicians. My good friend Poncho Sanchez grew up listen¬ 
ing to him. Today we have a vibrant Latin jazz scene here in Southern California with the best 
artists in the country playing at a host of clubs and concerts. We can thank Chico for getting it 

In closing, two other aspects of Sesma’s career deserve mention. First, he was a sociological trail 
blazer. When he went on the air in 1949, the impact of the notorious World War II Los Angeles 
Zoot Suit Riots had not been forgotten. Thanks to his bi-lingual radio show featuring new Latin 
music talent that had wide appeal and to his trendy concerts at the Hollywood Palladium, he set 
the tone for greater cultural appreciation in Los Angeles. 

Finally, there is the matter of professional accomplishment. Most of us would be satisfied to 
achieve success in one single field of endeavor. Chico Sesma succeeded in four. He was a Big Band 
Era musician who played with the top bands, a popular radio disc jockey, a successful concert 
promoter, and a senior public affairs specialist with a state government agency. That's not a bad 
resume to reflect on while enjoying a well-deserved retirement. 




BUTCH STONES SENTIMENTAL JOURNEY 

W hat musician has spent sixty plus years of his eight decade career in the music busi¬ 
ness with the same big band, has traveled the world with Bob Hope, has become an 
acquaintance of presidents, and is still entertaining in his nineties? The answer is 
Butch Stone, who has had the good fortune to experience the entire Big Band Era and participate 
in every facet of the post-World War II musical entertainment industry. 

Henry Stone was born in New York City on August 29,1912. Nicknamed Butch by his ma¬ 
ternal Uncle Leon when he was two months old, he lived on 183 rd Street in Manhattan's Wash¬ 
ington Heights district, graduating from George Washington High School in 1930. 

Stone reveled in growing up in the New York of the 1920s and became passionately dedicated 
to the New York Yankees, then led by Babe Ruth. He spent many an afternoon atop Coogan's 
Bluff watching Yankee games in the old Polo Grounds before they moved into Yankee stadium in 
1923, and was a fan in the stands at Yankee Stadium on June 1,1925, the day Lou Gehrig made 
baseball history replacing Wally Pipp in the Yankee starting lineup to become their starting first 
baseman without missing a game until May 3,1939. 

Nineteen twenty-five was a milestone year for Stone. Shortly after his thirteenth birthday, 
he developed a strong interest in music, and started taking baritone saxophone lessons. Stone 
quickly mastered the instrument and gained notice playing in the George Washington High 
School concert orchestra and the school pep band that played at all athletic events, experiencing 
his first taste of entertaining. 

After graduating from high school in 1930, with the Great Depression in full force, Stone 
landed a job working for Consolidated Film Industries in Fort Lee, NJ, delivering the film Con¬ 
solidated developed and printed to the Paramount, Strand, and other leading Manhattan the¬ 
aters. He launched his professional musical career two years later when he joined the ten-piece 
Frank Reysen Band that was playing Jimmie Lunceford arrangements four nights a week at the 
Club Fordham located at Fordham Road and Jerome Avenue in the Bronx. Stone received $7 a 
night and like all the band members, including Reysen himself who drove a truck for a brewery, 
kept his day job. 

In 1934, soon after he secured a short stay at the famed Roseland Ballroom, Reysen broke up 
his band due to scheduling conflicts with the member’s fulltime jobs. Stones next move was to 
quit his job with Consolidated in late 1938 and go to work for his high school classmate and life¬ 
long friend, bandleader Van Alexander, a move that was to set the tone for the rest of his career. 

It was with the Van Alexander band that Stone started singing novelty tunes and developed 
the style that earned him the appellation The White Louis Jordan. His breakthrough came per¬ 
forming in Alexanders band at the Raymor Ballroom in Boston when he introduced his signa¬ 
ture song, “A Good Man is Hard to Find.” According to Stone, the Raymor was a twin ballroom 
uniquely divided into two dance floors separated by a walled partition. Playing opposite the Van 
Alexander band that night was Woody Flermahs band, then billed as The Band That Plays the 
Blues. 
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In the late 1930s Stone became immersed in the New York big band scene. He, Alexander, 
and bandleader and vocalist Peter Dean became fast friends with Swing Era historian George 
T. Simon. They took sorties to the Savoy Ballroom in Harlem to hear Chick Webb and Ella 
Fitzgerald, and as diehard baseball fans regularly attended games at Yankee Stadium, the Polo 
Grounds, and Ebbets Field. 

At his home in Van Nuys, C A, Stone recalled a game at Yankee Stadium when Simon, a rabid 
Dodger fan, paid the price for rooting against the Yankees: “Simon needled us about the Yankees 
all afternoon. When they unexpectedly lost to the last place Saint Louis Browns, Alexander and 
I grabbed his prize fedora and threw it off the top deck." 

Jack Teagarden, with backing from MCA, put together his own band in 1939. One of his first 
moves was to recruit Stone, who has fond memories of their association: “I thoroughly enjoyed 
the year I spent with Teagarden. He was a fine man to work for and a superb trombone player. 
Jack was a big man with a tremendous appetite. While we were in Milwaukee playing at the Riv¬ 
erside Theater he ate two huge pork shanks in one sitting at Mader's German restaurant. If you 
were able to eat the first one, they gave you the second one free. The waiters couldn't believe it” 

However, life with Teagarden was not easy. The traveling was intense, several hundred miles a 
night, seven days a week, and it took its toll on Stone. In 1940 he left to join Larry Clinton, who 
had extended him numerous previous offers. 

In late 1941, the Clinton band was playing at the Loews State Theater at 45 th Street and 
Broadway when Les Brown stopped by to hear Stone sing "My Feet's Too Big” and “Nagasaki.” 
Knowing that Clinton was preparing to break up his band after the Lowes State engagement to 
join the Air Force as a flight instructor. Brown asked Stone and Irv Cottier, Clinton’s drummer, 
to see his agent, Joe Glaser, about ajob with the Brown band. 

Joe Glaser, who ran Associated Booking in a plush office at 57 tk Street and Fifth Avenue, was 
a big man around the New York music scene, handling Louis Armstrong among others. Cotder 
and Stone decided to ask for $125 a week, an impressive sum for that time. Glazer countered 
with $75 a week, Brown's standard salary for his band members. Cottier refused and signed up 
with Claude Thornhill for his desired $125 weekly wage, and eventually wound up spending 
twenty-seven years as Frank Sinatra's drummer. Stone accepted Glasers offer and immediately 
went to Chicago to join Brown at the Black Hawk restaurant, launching a fairy-tale career with 
The Band of Renown, 

Stones career with Les Brown was indeed varied and never dull. There were myriad recording 
sessions for Brown’s numerous hits. Stone was in the studios playing for all of them, including 
band vocalist Doris Day’s blockbusters capped by her 1945 Swing Era classic,“Sentimental Jour¬ 
ney.” Stone enjoyed working with Day: "Doris was just a sweet, cute person. So easy to get along 
with. I didn't know anyone in the music business who didn’t like her.” 

There were also engagements in Las Vegas, television work on the Steve Allen, Dean Martin, 
and Hollywood Palace Shows, and appearances in two movies, Seven Days Leave starring Lucille 
Ball and Victor Mature in 1942, and Jerry Lewis's original Nutty Professor in 1963. But the bulk 
of Stones postwar activity involved Les Brown's longtime association with Bob Hope. 

In 1947 Les Brown became Bob Hope’s official band, playing on all of Hope's radio and televi¬ 
sion shows from that time on. The band and Stone also made eighteen Christmas trips to Korea 
and Vietnam with Hope to entertain our troops between 1950 and 1972. One trip in particular 
stands out to Stone. 

“We were stationed in Saigon during the Vietnam War,” Stone said. "The hotel next to us was 
bombed and hundreds of servicemen were injured. The blast was so powerful that it blew out 
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our power and all toilet facilities. The Army moved us up to Bangkok for security and we flew 
back and forth to Saigon daily to put on shows for the boys.’’ 

Over the years, Stone got to know Thailand and its Monarch, His Majesty Bhumibol Aduly- 
adej, quite well:''We frequently played for the King of Thailand at his Palace. He was a great jazz 
fan and in the 1950s composed a song for a Broadway musical. The King played saxophone and 
loved to join in with the band, jamming with us for hours at a time.” 

Notwithstanding his involvement with Hope, Brown and his band regularly toured the coun¬ 
try, coast to coast, well into the 1970s. Stone commented on their hectic pace: “We would play 
four weeks at the Hollywood Palladium with a radio broadcast to New York and them spend two 
months doing one-nighters traveling by chartered bus to the Hotel Pennsylvania in Manhattan 
where we would play the Cafe Rouge for eight or nine weeks. Every night we did a radio broad¬ 
cast from the Pennsylvania back to Los Angeles. On the way, we would always stop in Chicago 
to play the Panther Room at the Hotel Sherman with a radio hook up. We still hold the Panther 
Room record for the most appearances by a big band.” 

Stone further commented: "Touring was an important part of the big band business. At that 
time a band made its money playing one-nighters. We’d always pack them in because they heard 
the band on the radio and wanted to see us in person since there was no television. Even after 
television came in we still continued to tour the country by bus.” 

Although Les Brown passed away in 2001, the band still continues under the direction of his 
son Les Brown Jr. Even though Stone is long retired as a saxophonist, he sang with the band in 
October 2007 at a concert in Thousand Oaks, C A, bringing down the house with his patented, 
lusty rendition of “A Good Man is Hard to Find.” Butch Stone was always a crowd pleaser. 

Through the years Stone has received numerous honors for his contributions to the world 
of entertainment. In spite of the fact that he has been recognized by Presidents Gerald Ford 
and Richard Nixon, and General William Westmoreland, two events stand out. In 1996 at the 
Ventura Club in Sherman Oaks, CA, an eighty-fourth birthday party was held for Stone with 
Steve Allen as emcee, Bob and Dolores Hope performing, and Les Brown’s Band of Renown 
playing for a packed house of entertainment greats. However, the ultimate in professional recog¬ 
nition came when the Big Band Academy of America presented him their the Academy's Golden 
Bandstand Award along with Patty Andrews and Pete Rugolo before six hundred swing music 
supporters at their 1998 annual reunion at the Sportsmens Lodge in Studio City, CA. 

It’s been quite a ride for Butch Stone. In reflecting on his life and multifaceted eight-decade 
career in entertainment, he said, "No one can argue that wealth and recognition are not impor¬ 
tant, but the greatest gifts in life are health and happiness. Fate has blessed me with those gifts. I 
love performing. I’m in great health, couldn’t be happier, and am blessed with sixty-five wonder¬ 
ful years of marriage to my wife Shirley whom I luckily met on a blind date at the Hippodrome 
Theater in Baltimore. No man can ask for more." 


PAUL TANNER 


FROM SKUNK HOLLOW TO GLENN MILLER 


TO UCLA 



f here were only four musicians in Glenn Miller’s band who participated in every RCA 


Bluebird and Victor recording, radio program, movie, and live appearance. One of that 


JL elite group was trombonist Paul Tanner, who rose from the hollows of Kentucky to star¬ 
dom with the most popular big band in history, to a professorship at a prestigious university. 

Paul Tanner was bom in Skunk Hollow, KY, a hamlet so small that it does not exist on any 
map, on October 15,1917. He was the third of six Tanner sons, all of whom went on to success¬ 
ful careers in either business or music. His father, an Army colonel, was the school master of the 
local one-room schoolhouse and an outstanding piano player. 

When Tanner was three-years old the family moved to Onancock, VA, and then on to Wilm¬ 
ington, DE, where Tanner’s father was appointed superintendent for the sate reformatory for 
boys. The Tanner family took up residency in the reformatory itself where Tanner lived through 
high school. 

Little did Tanner know that his days residing in the reformatory would serve to shape the di¬ 
rection of his life. When he was eleven years old, two reform school students introduced him to 
the trombone. Although he met with little success on the piano, he instinctively took to the brass 
instrument, quickly mastering it. A musical calling was born. 

Tanner's professional career in music actually began while he was still in high school. In 1933 
he joined the family band. The Kentuckians, that spent the summer playing at the Pier Ballroom 
in Wildwood, NJ. The next summer, they graduated to Atlantic City, playing the Palais Royale 
where they backed up a chorus line of 300-pound dancing ladies called the Beef Trust. 

After high school, Tanner enrolled at the University of Delaware where he had a short lived 
academic career, showing little interest in scholastic matters. Immediately after leaving the uni¬ 
versity, he joined the Kentuckians full time and spent a grueling two years touring the southern 
United States as told by telephone from his home in Carlsbad, CA: “We had some very unique 
experiences. It seemed we played numerous gambling clubs that were regularly raided by the 
police with their guns drawn, and one night on the road when we couldn’t find a hotel all of us 
slept in a bordello, with our clothes on.” 

The Kentuckians broke up in 1936 and Tanner traveled to New Jersey for a brief stint with 
Frank Dailey’s band. It was indeed the Frank Dailey of Meadowbrook Ballroom fame. He then 
connected with his family in Atlanta where they had relocated and played with a local band. 
Realizing he was going nowhere, he decided to move back to Wilmington where he once again 
found work playing locally. After a brief gig with a Texas territory band, he returned to Wilm¬ 
ington and made a calculated decision that would change the course of his life. 

Tanner tells the story: “In the summer of 1938 I decided to go back to Atlantic City where 
there were always six or seven prestige bands playing. I got a job with Marty Carouso’s band at 
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a local strip tease establishment, the Swing Club, hoping to get lucky and be discovered by a big 
time bandleader on his night off. One evening I looked out into the audience while I was playing 
and there was Glenn Miller, sitting right up front with his wife Helen who was elegantly dressed 
with white gloves on.” 

After the show Tanner summoned all the courage he had and went over to Miller’s table to 
ask him for a recommendation. Miller apparently liked what he saw. He told Tanner he was 
impressed with his high register and offered him a job instead of a recommendation. Tanner ac- 
cepted on the spot and embarked on a fairy-tale four-year run with the Miller organization. To 
quote Tanner: “Every night was New Year's Eve.” 

Paul Tanner joined Miller's band wondering how it all came about. The Swing Club was not 
the kind of establishment Miller frequented. Someone must have told Miller about Tanner, and 
Tanner himself never felt comfortable discussing the situation with his new boss. In any event, 
Miller immediately christened the relaxed and laid-back Tanner "Lightnin”’ 

What was Glenn Miller really like? According to Tanner: "One of the first things I learned 
about him was that he was willing to work brutally hard to achieve perfection. Glenn was also an 
extremely knowledgeable musician, an astute businessman, a great organizer, a chronic worka¬ 
holic, and extremely patriotic. He was also a very good athlete. There were those who thought 
he had no sense of humor, but he most certainly did whenever business did not come first. I 
thoroughly enjoyed working for him, and he made me a better all-around trombone player.” 

How about Glenn Miller the musician? “He was a fine trombone player, very underrated. 
Glenn had a good solid tone, played well in tune, had a respectable upper range, and was very 
consistent. He was a superb arranger who could uncannily judge whether or not a song was 
worth his while. If it was, he would often spend hours reworking the entire score to achieve a 
sound conforming to his standards, quite often deleting as much as he retained, A perfect ex¬ 
ample is how he rewrote Joe Garlands "In the Mood” to turn it into a huge hit.” 

It all came to an end on September 27, 1942, at the Central Theater in Passaic, NJ, when 
the band gave its last performance before Miller joined the Army with a captain's rank. Tanner 
remembers the evening. “Marion Hutton choked up and had to run off-stage. The Modernaires 
couldn’t finish their numbers and the kids in the audience were sobbing uncontrollably. Glenn, 
aware that continuing would be futile, had the stage hands ring down the curtain. It was the end 
of an era.” 

After Miller's band broke up, Tanner refused lucrative offers from Horace Heidt and Sammy 
Kaye, joining former Miller associate Charlie Spivak's band. After nine months with Spivak he 
enlisted in the Army spending the duration of World War II in New York playing in wartime 
radio shows and films, and recording V-Discs. 

As the conflict was coming to a close, Tanner thought about his postwar career. He consulted 
with his old friend Frank Dailey who advised him to join Les Browns Band of Renown. He took 
Dailey's advice, and after a satisfying but short stint with Brown, he reunited with his old friend 
Tex Beneke and his Orchestra where he spent the next five years. 

By now it was 1951 and Tanner faced a critical decision. The summer of 1951 was the last date 
Tanner could enroll in college under the G.I. Bill. After considerable deliberation, he decided to 
give up the big bands and matriculate at UCLA. He chose UCLA over cross-town rival Univer¬ 
sity of Southern California because he could get a better parking spot on campus. 

It took Tanner seven years to achieve his BA because of concurrent obligations as a staff musi¬ 
cian with the American Broadcasting Company. Upon graduation, he was offered a faculty posi¬ 
tion and spent the next twenty-three years as a professor of music, picking up his Masters Degree 
and Ph.D. along with writing with educator and musician David McGill the most widely used 
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textbook on jazz titled Jazz, now in its eleventh edition. He estimates he has taught music to over 
75,000 students during his tenure ship at UCLA along with writing twenty other books on the 
theoretical aspects of music and the trombone. 

While at UCLA Tanner held a unique position in the Music Department, He was the only 
faculty member ever to teach all four areas of scholastic musical discipline: performance, theory, 
history of music, and music education. Tanner was also able to travel throughout the world as a 
classical trombone soloist with the UCLA Concert Band. 

Tanner’s last day of class at the Westwood campus in 1981 was one he will never forget:“I was 
truly surprised. My students hired Tex Beneke's band with all the old Miller alumni to play and 
set up bleachers and food stands. It’s the only time in UCLA history that the student body gave 
a going away party for a retiring professor. It was all a surprise, reminiscent of the film Mr. Hol¬ 
land’s Opus. However, that wonderful sendoff did not affect my objective grading." 

While ensconced in academia at UCLA, Tanner still carried on as an active trombonist. He 
spent from 1951 to 1977 as an American Broadcasting Company staff trombone player and did 
extensive freelancing with Frank Sinatra, Nat “King” Cole, and David Rose, playing on Rose’s 
two big hits, "Ebb Tide” and “The Stripper.” 

Tanner was even a precursor to the synthesizer. The Theremin is a boxlike musical instrument 
invented by the Russian scientist Lev Theremin that physically resembles a radio receiver and 
produces musical tones through electronic circuitry. Tanner tinkered with the instrument and 
wound up playing it for three years on the My Favorite Martian television show staring Bill Bixby. 
He even dabbled in rock and roll playing the Theremin on the Beach Boys smash hit "Good Vi¬ 
brations,” They were so pleased with Tanner's manipulation of the instrument that they invited 
him to tour with them. He graciously demurred. Tanner accomplished all this while teaching at 

UCLA. 

Since his retirement. Tanner has kept active participating in the annual Glenn Miller Birth¬ 
place Society Festival in Clarinda, IA, acting as an expert witness in court cases involving the 
music business, and attending Glenn Miller functions in England and Japan where the Miller 
name is more famous than ever. 

Earlier we asked what Glenn Miller was really like. Now its time to ask what Paul Tanner is 
really like. 

Who better to render an opinion than highly respected big band historian George T. Simon 
who knew Tanner since 1938? In 1999 he said: “Paul Tanner is a truly outstanding person. Not 
only was he a fine musician and academic, he is a gracious and courteous soul blessed with a fine 
sense of humor who treats everyone with dignity and respect. As a human being, they don’t come 
any better than Paul Tanner.” 


ZEKE ZARCHY 

THE LIFE OF A SIDEMAN 

T he truly unsung heroes of the Big Band Era were the sidemen, members of the band that 
played a specific musical instrument. They were the backbone of a band, largely toiling 
in anonymity while the bandleader basked in fame. What was the life of a sideman like? 
One need look no further than the career of lead trumpeter Zeke Zarchy, whom Big Band Era 
historian George T. Simon referred to as “one of the most respected big band musicians and one 
who has maintained that respect throughout his career.” 

Rubin Zarchy was born in Harlem on June 12,1915, to parents who immigrated to the United 
States from Russia during Russia's war with Austria in the late 1800s. His father was a house 
painter who worked for a variety of painting contractors. As a result, the Zarchy family was con¬ 
stantly on the move, relocating throughout New York City. 

Musical ability was definitely coded into Zarchy s genes. His father was an accomplished man¬ 
dolin and accordion player, while his mother’s father was a professional musician in Russia. Her 
sister, who stayed behind in Russia, became a concert pianist and professor of music at Lenin¬ 
grad University. 

Notwithstanding his genetic pedigree, Zarchy s musical career started somewhat inauspicious- 
ly. He began violin lessons when he was eight years old but soon succumbed to fanatically playing 
stickball on the streets of Manhattan. The lessons lasted but two years. Then came a twist of fate 
that would serve to shape the direction of Zarchy s professional life. 

When he was eleven years old, Zarchy's mother took him to visit her first cousin whose son 
happened to be rehearsing his four-piece band and playing the trumpet. Zarchy was mesmer¬ 
ized by what he saw and immediately took up the instrument thanks to the largesse of his older 
brother who bought him a trumpet with a mouthpiece for $25. It was a leftover from a volume 
sale the local music store made to the New York City public school system. That store was lo¬ 
cated in Brooklyn's Brownsville section at Saratoga Avenue and Sterling Place, and was owned 
by the portly Sam Ash, founder of the Sam Ash music store chain. 

After six months of lessons from his cousins music teacher, Zarchy started to practice on his 
own. He was soon offered his first job playing in a band at a local womens auxiliary lodge run by 
his neighborhood drummer friend’s mother for the princely sum of $1 for a four-hour engage¬ 
ment. He continued to play functions traveling the subways around New York until 1933 when 
he graduated from Brooklyn's Samuel Tilden High School, where he spent his senior year lunch 
hours listening to the Scott Fisher band with its lead trumpeter Chris Griffin broadcasting from 
the Park Central Hotel. It wasn't long before he landed his first fulltime position. It was with Nat 
Martin’s ten-piece band at Lum's Chinese restaurant at 59* Street and Lexington Avenue in the 
heart of Manhattan. 

Lum’s was a well known celebrity hangout thanks in part to the reputation of Martin who was 
the pit orchestra leader for several of the Marx Brothers Broadway shows. Zarchy was paid $25 
per week to play three sets staggered from 12 noon to 1:00 a.m., seven days a week. With little 


demand for housepainters during the depth of the Great Depression, Zarchy's father was out of 
work and at eighteen he became the family breadwinner. 

As Zarchy tells the story at his home in Studio City, CA, it was during his four month stay 
at Lum’s that he acquired his nickname Zeke: “The band’s saxophone player and I regularly did 
a comedy sketch called Len and Zeke, sporting false mustaches and straw hats singing "Put on 
Your Old Gray Bonnet.” I spent my three-hour lunch break hanging out with all the musicians 
around Broadway and got to know everyone very quickly. Since the band's turnover was asston- 
ishly high due to the brutally long hours and low pay, the new musicians found it easier to iden¬ 
tify me as Zeke rather than Rubin.” 

Zarchy's next move was to advance up to the then-popular Manhattan taxi dance halls, where 
for ten cents a ticket a patron could dance with a hostess while a six-piece band played a tune for 
two choruses. He proceeded to make the rounds of the taxi dance halls upping his weekly salary 
by $2 or $3 with each switch. Incidentally, it was those Times Square-area taxi dance halls that 
were the inspiration for the 1930 hit song“Ten Cents a Dance” sung by Ruth Etting. 

From the world of taxi dance halls, Zarchy took a succession of steps up the musical ladder 
when he went on to play with various bands in New York night clubs. He graduated to more 
prestigious ballroom bands, culminating with landing the lead trumpet chair in Bert Block's 
band in 1934. Block’s was a fresh new swing band that included arranger Axel Stordahl, second 
trumpeter Joe Bauer, and vocalist Jack Leonard, all three of whom eventually joined Tommy 
Dorsey’s orchestra. In fact it was Dorsey who would indirectly influence Zarchy's next move. 

After the Dorsey brothers famous breakup at the Glen Island Casino in 1935 on Memorial 
Day, Tommy Dorsey hired twelve of the fourteen musicians from the Joe Haymes band to form 
his own organization. Haymes immediately regrouped and put together a new band. His first 
move was to offer Zarchy the lead trumpet chair. To Zarchy’s delight, he played alongside his 
high school idol, Chris Griffin. 

Zarchy was with Haymes for about a year when he got a surprise call from Benny Goodman 
at the recommendation of Griffin who was now in The King of Swing’s trumpet section. The 
call came while Haymes’s band was playing at the Coney Island Amusement Park in Cincinnati. 
He accepted Goodman’s offer and stayed with the most popular big band in the country until 
December 1936 when he left to join Artie Shaw. Zarchy was attracted by Shaw’s band that had 
a novel combination of a string quartet, two violins, cello, viola, jazz rhythm section, and only 
one saxophone and three brasses. It was an enjoyable experience for Zarchy, albeit a short one 
of but three months, as Shaw disbanded in early 1937 after playing a one-month engagement 
at the Adolphus Hotel in Dallas. Contrary to Shaw’s cantankerous image, Zarchy found him a 
pleasure to work for. 

On his first night back in New York, Zarchy went to see his old friends in the Benny Good¬ 
man band playing at the Hotel Pennsylvania’s Madhattan Room. Goodman warmly greeted 
Zarchy and took him to a table occupied by seven members of the Bob Crosby band, including 
its manager Gil Rodin, who immediately offered Zarchy a job as lead trumpet player based on 
Goodman’s recommendation. Zarchy accepted on the spot and at nine the next morning was at 
the Pennsylvania Station with Crosby and the band, boarding a train to play a fraternity party 
at Cornell University. Playing Crosby’s unique style of big band Dixieland music was a new and 
career-broadening experience that would serve Zarchy well later in later years. On a personal 
note, he learned how to drive by squiring Crosby between one-night stands in Crosby’s brand 
new Packard convertible. 

In early 1938 Zarchy decided to return to New York after Crosby’s band completed an engage¬ 
ment at the Palomar Ballroom in Los Angeles. Two days after he got home he received a call from 
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legendary MCA booking agent Willard Alexander, who asked him if he would like to join Red 
Norvo’s band that was opening at the Commodore Hotel. He started the next day. Zarchy rev- 
eled in playing Norvo’s book and associating with Norvo and Mildred Bailey, notwithstanding 
the pairs constant bickering between themselves. Commenting on Norvo’s musicianship, Zarchy 
said: "Red was a superb musician and bandleader with a unique ability to gently swing. And don't 
forget Mildred Bailey. To this day she does not get sufficient recognition for her singing ability.” 

Zarchy decided to return to Crosby in mid 1938, staying until the fall of 1939 when he went 
over to Tommy Dorseys Orchestra, meeting up with the band at the Palmer House in Chicago. 
Playing with Dorsey was a rewarding professional experience for Zarchy: "Tommy was a true 
musical inspiration. Everyone who played for him became a better musician, including myself. 
Just look at the impact he had on Frank Sinatras vocal phrasing. I was with Dorsey when Sinatra 
joined the band at the Riverside Theater in Milwaukee. I couldn't believe it when I heard him 
swing'East of the Sun' that first night. I immediately knew he was a unique talent." 

After working virtually non-stop since his days at Lum’s restaurant, Zarchy decided to take a 
break. In early 1940 he left Dorsey and took three months off to tour Florida and Cuba. Before 
he left he went with friends to see the latest big band sensation, Glenn Miller, at the Hotel Penn¬ 
sylvania. Zarchy explains how it turned out to be a most fortuitous visit: “I ran into my old friend 
Mickey McMickle, who was playing trumpet in Glenns band. He suggested to Miller that when 
I get back I substitute for him so he could have a cyst taken out of his lip. Glenn thought it was 
a good idea, so when I returned from Florida I joined the Band at the Wardman Park Hotel in 
Washington D.C.,” 

Zarchy soon developed a close association with Miller that would last until the bandleader’s 
death in 1944. That association was based on Miller's respect for Zarchy’s acumen and their 
mutual interest in the sport of golf: "Glenn was a very good golfer. He and I played whenever we 
could, even once in pouring rain with the caddies holding umbrellas over us.” 

At the end of 1940 Zarchy left Miller to take the lead trumpet chair with the NBC radio or¬ 
chestra in New York. It was the ultimate step up for Zarchy because at the time it was considered 
to be the most prestigious job a big band trumpet player could aspire to. The staff, including Ar¬ 
turo Toscanini's symphony, had an impressive 148 musicians. Playing alongside them provided 
him experience that was to prove invaluable to his professional development. Zarchy stayed at 
NBC until September 1942 when he drove to Miami along with nine other NBC musicians to 
enlist in the Army. After basic training they were assigned to a brand new band being formed at 
the Boca Raton Air Base. Six months later orders came through transferring him to a post band 
in Atlantic City. 

“As I was reporting for duty after three days of driving I was told that they had no notice of 
anyone coming in, least of all another sergeant,” Zarchy said. "But not to worry, it would be 
straightened out in the morning. At that moment Captain Glenn Miller walked in and everyone 
saw the light. He had stopped by on his way from Knollwood Field in North Carolina where he 
was based, to see his wife at their home in Tenafly, NJ. We went out to dinner and he told me 
of his plans to organize the best service band he could and eventually take it overseas where it 
would do the most good. I was surprised when he said/And you’re the first one”' 

Zarchy was immediately tasked by Miller to form and front a dance band identical to his pre¬ 
war band in Atlantic City. It would be the nucleus of the famous Glenn Miller Army Air Force 
Band and play fourteen mess halls for lunch and dinner with forty-five minute sets. Trunks 
containing the Miller library and music stands were shipped within the week, and the program 
quickly became a huge success. 
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Due to unsatisfactory facilities in Atlantic City, Miller decided to transfer operations and 
started to form his Army Air Force Band at an Army base at Yale University in March 1943 
with Zarchy as both his lead trumpet player and First Sergeant in administrative charge of the 
band. They maintained a close personal and working relationship until Millers ill-fated plane 
trip across the English Channel. In fact, Zarchy was one of the last persons to talk to Miller 
before he boarded the single engine aircraft with two military personnel. 

"I finished lunch at the Duke of Bedford's estate that served as one of the Eighth Air Force 
headquarters bases,” Zarchy explained.'! knew Glenn was leaving for Paris ahead of us, so I went 
to the estate’s main building and there he was with Don Haynes and Paul Dudley, his second and 
third in command. They were getting ready to accompany him to the airport a mile away. We 
chatted for a few minutes, and then a staff car arrived to take them all to the plane. After he got 
in he turned around and said,'See you over there Zeke.’" 

After his death, the Miller Army Air Force band continued under the official command of 
Don Haynes with Ray McKinley, a bandleader in his own right before the war, fronting the band 
and arranger Jerry Gray directing radio broadcasts. In Zarchy’s opinion the well liked McKinley 
did a superb job and Gray's talent was ever-present. Zarchy continued to play lead trumpet until 
he left the Army exiting at Andrews Field outside of Washington, D.C. on November 23,1945. 
The war was over and now he was about to embark on the second phase of his professional life, 
driving cross country to Los Angeles, arriving on December 5,1945. 

It was in Los Angeles where Zarchy settled and started a five-decade career in freelance studio 
work interrupted only by a ten year fulltime stint with the NBC staff orchestra during the 1950s. 
His studio radio and television projects included the Edgar Bergen and Charlie McCarthy, Burnt 
and Allen, Johnny Carson, Bing Crosby, Frank Sinatra, Red Skelton, Smothers Brothers and Your Hit 
Parade shows among many others too numerous to mention. 

In addition to studio work, Zarchy found time to do numerous casuals, motion pictures, and 
recordings, including several singles and albums with Crosby and Sinatra. He also frequently 
toured overseas, appearing in big bands in Australia, England, Europe, Japan, and South Amer¬ 
ica. In fact, he has made thirty-two trips to Japan, where he has a strong fan base, since 1973. 

It was earlier mentioned that Zarchy s days with Bob Crosby would prove of later value, and 
indeed they did. Throughout much of the 1980s, he played solid trumpet in Bob Ringwald’s 
Great Pacific Jazz Band, a seven-piece traditional jazz band that evoked memories of the best of 
Louis Armstrong, who inspired Zarchy early in his career. 

It should be noted that Zarchy's accomplishments are not only musical in scope. A man of 
many talents, he has been a professional photographer with a home studio and a skilled wood¬ 
worker who designed and built much of the furniture in his Studio City home that overlooks the 
San Fernando Valley. Each table, chair, and cabinet he created was based on historical architec¬ 
tural themes. 

On Sunday, March 7,1999, Zarchy was given an honor bestowed on few sidemen. In front of 
500 big band enthusiasts at the Sportsmen’s Lodge in Studio City, CA, he was installed into the 
Big Band Academy of America's Golden Bandstand as part of the class of 1999 along with his 
old friend from his Glenn Miller days, Tex Beneke. 

Still active and in good health, Zarchy commented on his over seventy years as a musician. 
In his book The Big Bands, George Simon said the lead trumpet player was the unsung hero 
responsible for the band’s sounds. I’d like to be remembered for my contributions in doing that 
job in both the big bands and the studios. I have no complaints. It’s been a rewarding and excit¬ 
ing musical career that gave me an opportunity to see the world and work with the greats of the 
entertainment business. When I started out at Lum’s working just to help out my family I never 
dreamed all this would happen.” 



33. Ernani Bemardi far right playing with Benny Goodman at the Paramount Theater in Manhattan in January 1939. 







39. Buddy Childers with June Christy in Miami Beach June 1945. 
















Alan Greenspan is in the saxophone section at the far left. 





























istTed Nashs 
of his time with 


Butch Stone in 
the Les Brown 
Orchestra. 



May 1944 through September 1946 was one of the happiest periods of my life. 
Whether sitting next to you on the bandstand or playing shortstop next to you 
at 3rd base, we never had a harsh word between us. 

I love you like a brother, Butch 
Ted Nash 










PART THREE 


THE VOCALISTS 


BOB EBERLY 


JIMMY DORSEYS HITMAKER 

A ny nostalgic return to the music of the Big Band Era would be incomplete without re¬ 
membrance of the rich baritone voice of Bob Eberly. As Jimmy Dorsey's male vocalist 
from the spring of 1935 through the end of 1943, he generated fifty-eight hit records 
according to Joel Whitburn’s Pop Memories 1890-1954 . Thirty of those hits charted in the top 
ten. Twelve reached number one and became Era standards. Bob Eberly was categorically Jimmy 
Dorseys hit maker and a Swing Era legend that was considered by many to have the best natural 
voice of all the big band male vocalists. 

It all started in upstate New York when opera singer John "Jack" Eberle and silent film pianist 
Margaret "Peg" O'Brien met while performing at the Lyric Theater in Hoosick Falls, a pictur¬ 
esque village of4,800 northeast of Albany near the Vermont border. They married in 1907 after 
a brief courtship and eventually moved to nearby Mechanicville, where Robert John Eberle was 
born on July 24,1916. He was the oldest of their eight surviving children and the only one who 
used a different surname. The name change occurred in 1938 when Eberle altered the spelling of 
his last name to Eberly while singing at the Paramount Theater in New York with Jimmy Dorsey 

with Milton Berle. Dorseys manager Billy Burton suggested the conversion to Eberly to avoid 
the frequent mix-ups. 

The Eberle family permanently returned to Hoosick Falls in the early 1920s when Jack left his 
position as a policeman in Mechanicville to purchase and operate Jack's Hotel and Restaurant at 
the corner of Elm Street and Railroad Avenue. A dedicated New York Yankee fan. Jack Eberle 
faithfully posted World Series scores on a large chalkboard he displayed on the outside porch of 
the hotel. 

Music was an important part of the Eberle family's life in Hoosick Falls. All the Eberle children 
regularly helped out in the hotel kitchen with everyone involved singing together in close harmo¬ 
ny. They also sang in St. Mary's Academy plays, the Immaculate Conception Church choir, and 

retained the family name and went on to considerable fame as a vocalist with the Glenn Miller 
Orchestra. He also played banjo and guitar, performed around town accompanied by his mother 
on the piano, and was an Immaculate Conception altar boy and St. Mary's cheerleader. Scholasti¬ 
cally, Eberly won regional oratorical contests and graduated as president and valedictorian of the 
St. Mary’s Academy class of 1934. 

After graduation, Eberly worked in the family business and sang locally. Sensing uncommon 
talent, his father encouraged him to try out for the amateur competition segment of Fred Allen's 
popular radio show, Town Hall Tonight. In early February 1935 Eberly decided to vie for a spot 
on the Allen program and took an evening boat from Albany to New York City to try his luck. 
Four weeks later, on March 6, he appeared on Town Hall Tonight and won first prize that in¬ 
cluded $50 in cash and a week's engagement at the Roxy Theater in Manhattan. After his week at 























































Gifted with a rich, distinctive intonation and the ability to perfectly phrase and sing with emo¬ 
tion Bob Eberly was among the elite vocalists of the Swing Era. Both his vocal style and stage 
presence were of such significance that he had a developmental impact on numerous singers 
including Mike Douglas, Dick Haymes, and Mel Torme. He also influenced the career direction 
of Frank Sinatra as told by Sinatra in George T. Simons book Simon Says : "I don’t think I ever 
told anybody this before, but the reason I started on my own when I did was because I wanted to 
make sure I got there as a single before Bob Eberly did. I knew that if that guy ever did it first, I'd 
never be able to make it the way I did. That Eberly, he sang so rich and pure, it used to frighten 

has always been too much, and I knew he’d be too much for me if he ever got started on his own 
before I did." 

As for popularity, in the highly competitive world of the big bands of the 30s and 40s many 
who succeeded were not necessarily well liked. Such was not the case with Bob Eberly. George T. 
Simon discussed Eberly s reputation in his book The Big Bawds: “Eberly was immensely popular 
with everyone who knew him. Whereas musicians generally were rather critical of band vocalists, 
those in Jimmy Dorsey’s band swore by Bob. It is doubtful whether the entire Big Band Era ever 

during his Dorsey stay recall with great reverence and enthusiasm the man's honesty, humility, 
wonderful values, and terrific sense of humor.” 

by radio personality and good friend Dick Waco from his home in Canton, OH: "When I was 
living in Cleveland and producing big band concerts in Ohio that Bob performed in he always 
stayed at our house. We had some great times. Bob was a beautiful person and a very talented 
cartoonist who parodied our home life in cartoon form. There was no one easier and more enjoy- 

A place in American cultural history, the peak of professional accomplishment, and the respect 
and affection of his peers sum up the career of Bob Eberly. It's safe to say that's far more than he 
expected to accomplish that cold February night inl935 when he took a boat from Albany down 
the Hudson River just to try out for Fred Allen's radio show. It turned out that it was well worth 


HERB JEFFRIES 
THE BRONZE BUCKAROO 








































Now in his 


s late 90s, Herb Jeffries remains in amazing health and still actively performs at 
Southern California jazz festivals. At the Ellington 2000 Festival held at the Hollywood 
Roosevelt Hotel over the 2000 Memorial Day weekend, he commented on his pace that would 

concerts. It was the Ellington centennial, and I'm the last surviving member of the Great Band. 
It's nice to know that Duke, the Master, is as popular as ever and that I'm remembered as a part 
of that great organization and as his first male vocalist." 

Jeffries started the new millennium in style when he was enshrined in the Big Band Academy 
of America Golden Bandstand in March 2000 before a packed house of600 big band enthusiasts 
at the Sportsmen's Lodge in Studio City, CA. In 2004 he was honored with a star on the Hol¬ 
lywood Walk of Fame. They were fitting tributes to a true giant of the Big Band Era who shares 
his mentor Duke Ellington's vision of a world in which we all live together in peace and harmony, 
a world of which Jeffries has frequently said: "There is only one race, the human race." 


JACK LEONARD 
BIG BAND CROONER AND 
HOLLYWOOD BUSINESSMAN 





















































DOLORES O’NEILL 

THE BIG BAND ERAS BEST KEPT SECRET 
















































ANDY RUSSELL 

east los angeles’s contribution 

TO THE BIG BAND ERA 

S weeping eastward from downtown Los Angeles is the Mexican-American barrio of East 
Los Angeles, better known to native Angelinos as East LA. It runs from Boyle Heights to 
Monterey Park and is home to one of the largest Mexican populations in the world out¬ 
side of Mexico, a population that is rapidly growing in political importance in the nations most 
ethnically diverse city. 

A visit to Los Angeles would not be complete without a drive through East Los Angeles. One 
feels electricity in the air as the streets are filled with passersby and children of all ages. There are 
artistically unique and vividly colorful murals painted on walls throughout the area. Restaurants 
abound that serve richly flavored Mexican cuisine ranging from the ever-popular home of the 
giant Manuel's special burrito at El Tepeyeac to the sophisticated La Serenata de Garibaldi that 
draws the chic Hollywood movie crowd led by frequent patrons Bette Midler and Michelle Pfei¬ 
ffer. Sounds of mariachi bands fill the air. Vibrant thoroughfares and commercial centers such as 
Caesar Chavez Boulevard, First Street, and Whittier Boulevard visually transport the onlooker 
to Mexico. Classic boxing gyms that have spawned the likes of Oscar De La Hoya and a host of 
other great pugilistic champions dot the community and impart a unique Runyonesque flavor. 

The East Los Angeles of 1919 was a dramatically different community than it is now. The 
Boyle Heights section, with its center of activity at the intersection of what is today Caesar 
Chavez Boulevard and Soto Street, to be sure had a significant Mexican population. But there 

sians. This was the rich cultural kaleidoscope that produced East Los Angeles’s contribution to 
the Big Band Era, percussionist and romantic vocalist Andy Russell. 

Andres Rabago Perez was born in Los Angeles on September 16,1919. Early in his singing ca¬ 
reer his name would change to Andy Russell at the suggestion of his first big name boss, veteran 
bandleader Gus Arnheim. 

One of ten children, Russell grew up in a bilingual household in Boyle Heights. His father, 
who earned a good living as an extra in Hollywood films, was from the Mexican State of Dur¬ 
ango. His mother originally hailed from Chihuahua, Mexico. Throughout his entire professional 
career Russell maintained pride in his 100% Mexican ethnicity. 

Although his parents regularly listened to Mexican music, from an early age Russell was drawn 
to American music, especially that of the big bands. Tommy Dorsey was his favorite band closely 
followed by Artie Shaw. He dso liked Benny Goodman and Glenn Miller. His singing idols were 
Bing Crosby and Dorseys crooner Jack Leonard. With his interest in contemporary American 
music combined with his strong Mexican culture, Russell always conside ’ ’ ‘ 















































JO STAFFORD 

AN AMERICAN MUSICAL ICON 











































"I'UNever Imile Again” with the Hi Los at the Soch^i 













involvement with a song is no doubt one reason why Stafford is one of the enduring vocalists of 
our time—the only vocalist to have three stars on the Hollywood Walk of Fame in recognition 


KAY STARR - BIG BAND STAR AT 15 





































































told by Whiting: “Kay originally tried out for Four Girls Four after Rose Marie left. Rose Marie 
was a tough act to follow, but with her charm and talent Kay did a great job and was loved by us 

Lee. We would all run into each other at the supermarket." 

In spite of two hip replacements, Kay Starr is still keeping active. In October 2000 she partici¬ 
pated in a benefit for the Tuskegee Airmen in Palm Springs organized by her old friend Herb 
Jeffries. January 2001 found her following Margaret Whiting at Libby's, a Cabaret in Atlanta. 
She was appointed to the Big Band Academy of Americas Golden Bandstand at their annual 
reunion held in March 2001 at the Sportsmans Lodge in Studio City, CA. The power in her 
voice was still evident when she wowed the 600 plus audience singing "Crazy," "You Got to See 
Momma Every Night,” and" Wheel Of Fortune." Her two daughters proudly accompanied her to 
the event. Soon after her appointment to the Golden Bandstand Starr participated in Tony Ben¬ 
nett's CD Playin’ with My Friends: Bennett Sings the Blues. She recorded her songs for the album 
at her old haunt, the Capitol Studios in Hollywood. 

Starr has always been in active in community service work. As a member of the Society of 
Singers, several years ago she donated the proceeds of a two-week engagement at the Hollywood 
Roosevelt Hotel to the Society. A supporter of Native American causes, she worked with Jim 
Thorpe’s daughter to help establish D-Q University, a tribally controlled community college in 
Davis, CA. She has twice taught voice training through singing at the Eugene O’Neill Theater 
Center in Waterford, CT, with Margaret Whiting, who frequently stays with Starr at her Bel Air 

What do her peers say about Kay Starr? In his highly respected book Jazz Singing, author 
Will Friedwald devotes an incredible twelve consecutive pages to Starr, speaking with near awe 
about her gifts as a blues, country, and jazz singer. Jazz critic Nat Hentoff wrote in a 1999 Wall 
Street Journal review of her Live at Freddy's album: "Her most transcendent performances are of 
equal rank with classic sessions by Lee Wiley, Mildred Bailey, and even Billie Holiday." In the 
late jazz historian Barry Ulanov's voluminous A History of Jazz in America, he refers to Starr as 

Bessie Smith’s." No less than Patsy Clinef Billie Holiday, Helen Humes, Mahalia Jackson, John 
Lennon, and Lester Young have listed Starr among their favorite singers. In 2001 the Bravo cable 
television channel featured her comments in their Popular Song: Soundtrack of the Century series. 
As the ultimate in professional recognition, Starr is one of a select few female jazz artists to have 
her albums available for purchase at the Music Shop store located in the Smithsonian Institute’s 
American History Museum in Washington, D.C.. 

Now in her seventieth plus year as a professional singer, what are Starr's thoughts as she looks 
back on her career? Here is her answer: "A few years ago I was having dinner at a Palm Springs 
restaurant with friends sitting near a table with Frank Sinatra and his group. All of sudden Frank 

a couple of saloon singers.’ I've had a great life, and if I can just be remembered as a down-to- 



GARRY STEVENS 

FROM CHARLIE SPIVAK TO TEX BENEKE 
TO A LIFE WITH THE BIG BANDS 











































In December 1947 Stevens participated in a historic big band event when the Beneke band 
played a Hollywood Palladium engagement. The Hollywood Palladium was a glamorous ven¬ 
ue that at the time was frequented by big name movie stars such as Rita Hayworth and Lana 
Turner. Betty Grable could usually be seen in the audience when her husband Harry James was 
a headliner. 

During that engagement, Beneke set a new one-night Hollywood Palladium attendance record 
of 6,750. The Armed Forces Radio Service transcribed several of the band’s Hollywood Pal¬ 
ladium radio broadcasts during their December 1947 date for their One-Night Stand show. The 
band's appearance on One-Night Stand was so successful that it was asked to perform on the Air 
Forces On the Beam radio recruiting show in early 1948. It also led to additional appearances on 
One-Night Stand over the next several years with Peggy Lee, Stevens's favorite female vocalist. 

Once again Gatry Stevens was associated with a band in which romance was in the air. The 
Mello-Larks vocal group joined Beneke at the same time Stevens did. One of the Mello-Larks 
was Ginny O'Connor, who grew up in Los Angeles and would go on to eventually serve as the 
founding president of the Society of Singers, an organization structured to help singers who 
have fallen on hard times. She immediately hit it off with the band’s young piano player, Henry 

They married in 1947. 818 ' arranger ' Norman Layden. 

Paul Tanner played in Benekes trombone section. He commented on his experience of work¬ 
ing with Stevens in the band: "Garry Stevens was one of the nicest guys I ever worked with. He 
was a great singer, a definite asset to the band. Everyone liked him, including Tex who always had 
good things to say about him in interviews with the press." 

Although Stevens thoroughly enjoyed his stay with Beneke, the travel and time away from 
home was becoming a burden. He was sometimes on the road with the band for as long as three 
straight months without a night off. In April of 1948 he decided to leave Beneke and settle down 
to start a family. Little did he imagine that he was about to also start a new career in both com¬ 
mercial and entertainment business ventures in Albany. 

"Right after I left Tex, my wife and I took a trip to Albany to visit her family with no definite 
plans for work in mind," Stevens said."While I was getting a haircut I ran into Bob Snyder, a lo¬ 
cal disc jockey on WROW who is now retired in Florida. He suggested I contact WROW that 
had an opening, to audition for a job. I tried out and wound up staying there as a disc jockey for 
fifteen months." 

With his radio popularity in full swing, Stevens was contacted by television station WRGB in 
nearby Schenectady in the summer of 1950. WRGB, founded and owned by General Electric, 
was the first television station in the United States and the only station in the Albany area. That 
call led to a nine-year association for Stevens with WRGB:"We did a half-hour show five nights 
a week. I was the head honcho. I was the leader of a seven-piece band, trumpet player, vocalist, 

back in 1950 we were really the forerunner of the Mike Douglas-Merv Griffin type show before 
they even thought of going on the air. Any time a famous personality of name value came through 
we got them on the show for an interview. We had Helen Forrest, Stan Kenton, Woody Herman, 
Spike Jones, and Billy Butterfield. Actors Ed Begley, Edward Everett Horton, and Metropolitan 
Opera star Mimi Benzel were on. Bob Eberly stopped by a lot. Celeste Holm was a regular when 
she did summer theater." 

After his television show went off the air in 1959, Stevens took an executive position in the 
moving industry. In 1964, armed with the experience and connections he gained in the moving 


: firm, 


Garry Stevens Realty, in 1975, retiring from business in 1995. 

lieu: "I did a lot of focal work with my own seven-pifce band. Then in 1977 A1 Cavalieri came 
into my real estate office and asked if I'd like to sing with his big band. It was a good fifteen-piece 
band, and I sang with him locally until we left Albany to move to California in 1998.1 actually 
took over the band when A1 passed away in 1993." 

Stevens and Judy, his second wife of over twenty-five years, settled in Benecia, a small town rich 
in California history located thirty-five miles east of San Francisco on the East Bay shoreline:"I 
always wanted to come back to California for the climate. We took a look at San Diego and even 

whelmed by the freeways. Then we flew up to San Francisco and found Benecia. The next day we 

sold us on Benecia was that we were able to keep our twenty-seven foot sailboat Bandsinger at 
the Benecia Marina that's only one mile from our home. Henry Mancini used to describe me as 

Benecia has provided Stevens a whole new world of musical opportunities. Thanks to the local 
Rotary Club, he was introduced to Virl Swan, past conductor of the Vallejo symphony orchestra, 
and his seventeen-piece big band. Stevens sings with Swan's band monthly at the local Elk's Club. 
However, his association with the Benecia High School jazz ensemble is his pride and joy. 

"Right after we moved I went over to Benecia High School and introduced myself to Roxanna 
Macheel, the jazz band director," Stevens commented. "She said she’d love to have me sing and 
work with the band. When I started, the kids didn't relate to the 40s at all. Now they're very ac¬ 
complished and love to play classic big band music. I've appeared with them over a dozen times 
and have taught five classes on jazz. A highlight was in March 2005 when I sang with them at the 
California Music Educators annual convention in Pasadena. We've played for seniors, at private 

Although I haven't worked with the school’s marching band, they made me an honorary mem¬ 
ber and gave me one of the jackets they wore when they played in the Rose Parade in Pasadena 
on News Years day. It’s been a great experience, I truly enjoy working with the students, and a few 
of them show real promise. We are even planning to make a CD.” 

Stevens’s involvement with Benecia High School also extends to the world of technology. He 
organizes classes for student volunteers to teach computer usage to seniors at the Rancho Bene¬ 
cia Mobile Home Park where he lives and is vice president of the 213-member homeowners 

Long overdue recognition is finally coming Garry Stevens's way. His scrapbook is in the Glenn 
Miller archives at the University of Colorado and his own CD, Then and Now, that covers his 
music from 1942 to 2004, is out. He performed at the 2000 Big Band Academy of America's an¬ 
nual Reunion at the Sportsmen's Lodge in Studio City, CA, and was inducted into their Golden 
Bandstand in 2003. Stevens also made six appearances at the internationally famous annual 
Glenn Miller Festival in Clarinda, IA, the town in which Miller was born in 1904, and sang at 
a June 2001 Miller Festival in Fort Morgan, CO, the town in which Miller graduated from high 
school in 1921. His autobiography. Band Singer, that covers his colorful career was published 
in 2006. Combine all that with the satisfaction he derives mentoring the Benecia High School 
jazz ensemble and singing with Virl Swan, let there be no doubt that Garry Stevens is enjoying a 
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A LIFE IN MUSIC 












was a great experience. All the choristers could read music and each had a wonderful voice. They 
were also sharp, quick studies because we didn’t have much time to rehearse." 

It was on both The Fred Waring Show and The Kate Smith Hour that Wain met star radio an¬ 
nouncer Andre Baruch, who at the time shared an apartment in Manhattan with future New 
York Yankee radio announcer Mel Allen and Ralph Edwards, and who would go on to create and 
host the famed This Is Your Life television show. No account of her career would be complete 
without mention of Baruch, one of the most famous announcers in radio history, and a truly 
remarkable individual. 

Born in Paris in 1908, Baruch moved with his parents to Brooklyn in 1921 and studied paint¬ 
ing at Columbia University and the Pratt Institute. The consummate renaissance man, he was an 
accomplished pianist, artist, and sculptor. A fine athlete, Baruch achieved a six-handicap level in 

The story of Baruchs entry into the world of broadcasting gives hope to those who believe in 
the old adage that a major key to success is being in the right place at the right time. In the early 
1930s, he heard that there was an audition for a staff pianist at CBS. Baruch immediately took 
the subway from Brooklyn to the CBS studios on Madison Avenue in Manhattan for an audi- 

When he arrived at the studio there were two lines, one long and one short. He quickly took 
the short line and was soon asked to read a difficult script containing the names of famous for¬ 
eign musical composers and conductors. Baruch breezed through the tryout error free because 
he learned to speak five languages growing up in Paris. 

Two days later he received a call from CBS telling him he got the job. He asked if he should 

announcer. It turned out that the short line was for the announcing competition, the long line for 

As described by Wain, on October 11,1937, the suave Baruch and Wain had their first date 
at Benny Goodmans opening at the Hotel Pennsylvania's Madhattan Room: "At that time there 
were always repeat radio shows, the first for the East Coast, and the second for the West Coast, 
with a three-hour break in between. The entire Kate Smith show was invited to attend Benny’s 
opening during our break. Andre asked me to go and I was delighted because I had had eyes 
for him for sometime. Henny Youngman was the emcee that night and introduced us as Andre 
Baruch and his lovely wife Bea Wain. Andre was embarrassed and quite upset with Henny. It all 
worked out well. We became close fiends with Henny and used to joke with him about that night 
at the Madhattan Room." 

While Wain was starting to date Andre Baruch, a development was taking place in the world 
of the big bands that would serve to shape the direction of her career in music. Larry Clinton was 
a superb arranger and composer with an outstanding reputation in the big band business. He 
gained that reputation writing for Isham Jones, Tommy Dorsey, and the Casa Loma Orchestra. 
In late 1937 he decided to start his own band with encouragement from RCA Victor recording 
chief Eli Oberstein and financial backing from Dorsey. He needed a female vocalist, and focused 
on Bea Wain as his choice. 

said. "After the show I got a phone call from a man named Larry Clinton. He said he was starting 
an orchestra and next Tuesday he was scheduled to make his first record for RCA and would like 

my short solo on the Kate Smith show. He was going just on that and my reputation. After much 
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deliberation, I agreed and on Tuesday sang "True Confession” that became a top ten h 
was how I started with Larry Clinton.” 

May of 1938 was quite a month for Wain. On the first, she married Baruch and on the six¬ 
teenth Clinton opened for the summer season at the Glen Island Casino in New Rochelle, NY, 
playing from 7:00 p.m. to 2:00 a.m., seven nights a week. With the prime air time provided the 
venue, Clinton became a hot, hit band specializing in adapting the classics to swing. As for Wain, 
she had three number one hits in 1938, including the years second biggest hit,"My Reverie," an 
adaptation of a Debussy piano solo. She was paid $30 each. Bea Wain was now a household 

After the Glen Island Casino engagement, Clinton took to the road on a demanding and dif¬ 
ficult travel schedule, playing the East Coast college and theater circuit. Wain's most consistently 
requested song at college functions was her 1938 top ten hit "Martha," based on an aria from 
Friedrich von Flotows 1847 German opera Martha. However, the demands of the road, along 
with her absence from Baruch and a constant stream of offers from agents, drove her to strike out 
on her own in mid-1939, when her recording with Clinton of the Mitchell Parish-Peter DeRose 
collaboration "Deep Purple” reached number one on the charts for nine consecutive weeks. It was 
the year's biggest hit. 

Voted the top female band vocalist in the 1939 Billboard college poll, Wain had just started her 
solo act when she was informed by her manager while playing at the Hippodrome Theater in 
Baltimore that she had an offer to star on the renowned Your Hit Parade radio show. She eagerly 
accepted the opportunity to move back to New York, remaining with the program until 1944 
and recording commercially with RCA Victor through 1941. 

Your Hit Parade provided Wain the opportunity to work with a very young Frank Sinatra. Said 
Wain: "We did the show before a live audience in what is now the Letterman Theater. Frank was 
always very kind and protective toward me. The one thing I really remember was that he was 

Wain also had input as to Sinatra's career direction: "I was playing a theater in Passaic, NJ, 
when Frank stopped by to ask me if I thought he should leave Tommy Dorsey and go out on 
his own because his wife Nancy just had their first baby. He felt a responsibility to his family 
to improve his earning power. I told him it had worked out well for me and he should seriously 
consider it. He must have remembered our conversation, because whenever we ran into each 
other through the years he would go out of his way to come over and say hello. I have only fond 
memories of Frank Sinatra." 

During the early 1940s, Wain was actually appearing on two Hit Parade radio shows. It is a 
little known fact that while she was a featured vocalist on Your Hit Parade, she was also starring 
on its companion show, T he All Time Hit Parade, that featured classic American songs from all 
eras. Your Hit Parade aired on Saturday nights, The All Time Hit Parade, with backing from Mark 
Wamow's fifty-piece orchestra, on Wednesdays from Carnegie Hall. The program was billed as 
"The best tunes of all come from Carnegie Hall." It was the epitome of status and prestige at that 
time for a radio show to broadcast from Carnegie Hall. 

In 1944 Wain's contract with Your Hit Parade was up. After one of her last shows at the CBS 
Playhouse Theater she was approached by Glenn Miller who asked her to join his Army Air 
Force Band. She declined his offer, and spent the remaining war years—while Baruch was par¬ 
ticipating in the invasion of North Africa and helping found the Armed Forces Radio Service— 
entertaining troops at military bases and hospitals and recording V-Discs. She still thinks of that 









MARGARET WHITING 
STILL A CLASS ACT 

M argaret Whiting was destined from birth for pop vocal greatness. Her father was the 
famous composer and self-taught pianist Richard Whiting; her mother impresario 
Eleanore Youngblood Whiting. By age three she memorized the lyrics to over 100 
songs and by fifteen her voice was fully mature. She grew up in Beverly Hills surrounded by a 
host of legendary contributors to the Great American Songbook who kept watch over her musi¬ 
cal development that evolved into a career that produced twelve gold records and established her 
as one of the great pop singers of the 20 th century. And today Margaret Whiting is as active as 
ever performing on the cabaret scene and serving as president of the Johnny Mercer Foundation. 
She still maintains the intense pace she has kept since she first broke into the charts in 1943 with 
her hit recording of "That Old Black Magic." 

Whiting was born on July 22,1924, in Detroit where her father worked as a songwriter and 
office manager for music publisher Joseph H. Remick. By 1924 Richard Whiting had estab¬ 
lished himself as a successful melodist with a succession of hit songs that included "Till We Meet 
Again,""Japanese Sandman,""Ain't We Got Fun?" and the stage score to George Whites Scandals. 
In February 1929 he moved his family to Hollywood where he had already teamed up with lyri¬ 
cist Leo Robin to work for Paramount Pictures on Maurice Chevalier's American film debut in 
Innocents of Paris. The stage was set for a fairytale world at home that provided the environment 
for Margaret Whiting to nurture her seven decade career in music. 

The Whiting family soon moved from Hollywood to Beverly Hills where their residence be¬ 
came an open house for the Hollywood songwriting community. The likes of Harold Arlen, 
Sammy Cahn, Buddy DeSylva, George Gershwin, Gus Kahn, Jerome Kern, Frank Loesser, 
Johnny Mercer, Jule Styne, and Jimmy Van Heusen were among the many that regularly stopped 
by to visit with Richard Whiting and sample Eleanore's famous chocolate cake. This is the at¬ 
mosphere Margaret Whiting grew up in, absorbing all she heard and saw. But her fathers health 
was not good. Richard Whiting was an extremely nervous person who suffered from high blood 
pressure. In the fall of 1937 his physical condition started to deteriorate. He died at age forty six 
in February 1938. 

After her fathers passing Eleanore continued to host Hollywood celebrities. A frequent visitor 
was Johnny Mercer, who loved Eleanore's cooking and played a major role in Margaret Whiting's 
career development. In 1936 he affectionately started referring to her as the kid. A year later he 
gave Whiting her first piece of career advice. She explained what happened during a telephone 
conversation from her home in Manhattan that she moved to from Los Angeles in 1968: "I sang 
one night at a party at the house because my mother wanted to see if I could sing well enough to 
start taking lessons. I remember that Johnny, Buddy DeSylva, Ruby Keeler, and several MGM 
executives were there. When I finished Johnny came over to me and said,‘You know kid, you did 
pretty good. Now you've just got to grow up and learn what life is all about. I think you're going 
to be wonderful and I'm going to help you'." 
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in numerous touring Broadway musicals and played Mama Rose in Gypsy over thirty times. 
Ethel Merman applauded her dramatic portrayal of the mother of stripper Gypsy Rose Lee. 
There were appearances at the Newport Jazz Festival where she paid tribute to Harold Arlen and 
in several other George Wein productions. She played all the prestigious venues: Las Vegas; Lake 
Tahoe; the Cocoanut Grove, Ciro's, and the Mocambo in Los Angeles; the Copacabana, Carnegie 
Hall, and Radio City Music Hall in New York. 

Whiting also appeared in two Broadway-related productions during her career. The first came 
in 1987 in Taking My Turn, a musical review with the theme of aged actors reflecting on their 
careers and personal lives. It ran from June 1983 through January 1984 at the off-Broadway En- 
termedia Theater for 345 performances and became a TV special. Next came Dream, a musical 
based on Johnny Mercers lyrics. It ran on-Broadway at the Royale Theater for 133 performances 
from April 1997 into July 1997. Dream was nominated for the 1997 Tony Award for Best Chor- 
eography. 

Although the Big Band Era is considered to have ended in 1946, Margaret Whiting finally 

Carle, Bob Crosby, and Freddie Martin. It was so popular that it culminated in a television spe¬ 
cial: “We all spent three months on each tour traveling in a Greyhound bus and living out of a 
suitcase. The tour played at all sorts of locations, theaters, auditoriums, and even gymnasiums. It 
was reliving the Swing Era all over again." 

The next major project for Whiting after the Big Band Cavalcade came to a close was Four 
Girls Four, a sensationally popular song and comedy review that at its start featured Whiting, 
Rosemary Clooney, Rose Marie, and Helen O’Connell. The show consisted of each of the four 
women individually singing and bantering with the audience then appearing together onstage 
for a combined closing number that inevitably brought down the house. Four Girls Four ran for 
over twelve years from the late 70s to the late 80s and Whiting was with the show for its dura¬ 
tion. Around half way through Rose Marie was replaced by Kay Starr who quickly became close 
friends with Whiting. While Whiting was with the act it was often featured on television, a 

Compilations of Margaret Whiting's career have usually given short shrift to her body of work 
on television. Whitings TV career started in the early 1950s when she starred with her sister 
Barbara on the Desilu Studios series Those Whiting Girls. Network appearances included the 
Dean Martin, Dinah Shore, and Ed Sullivan shows plus Bob Hope Specials. Ed Sullivan was a close 
friend of the Whiting family. Barbara Whiting was his daughter Betty’s bridesmaid and Betty 
frequently visited Barbara in Beverly Hills as a teenager during her summer vacations. Over the 
years Margaret Whiting appeared on numerous Public Television specials, the last of which was 
the 1997 The Songs of Johnny Mercer - Too Marvelous for Words with Melisa Manchester, Johnny 
Mathis, and the John Pizzarelli Trio. The 1997 Mercer PBS show was an especially satisfying 
involvement for Whiting. 

Though Johnny Mercer passed away in 1976, he remained an important part of Whiting's pro¬ 
fessional career. Since his death she has organized and conducted many Mercer tributes across 
the United States. After his wife Ginger died in 1994 Whiting was named president of the John¬ 
ny Mercer Foundation. She was Ginger's personal choice to head the organization whose mis¬ 
sion is to preserve the Great American Songbook through its Accentuate the Positive Program 
for children, Johnny Mercer-related special events, the Sundance Theatre Songbook for emerg¬ 
ing composers, and the Mercer archives housed at Georgia State University. The Foundation also 
sponsors seminars such as an August 2006 class at Northwestern University in Chicago where 













76. The debonair Herb Jeffrie 






4. Andy 1 




86. A popular Jo Stafford. 




88. Kay Starr later in her career. 



89. Garry Stevens at 
the far left with the 
Paul Kain Orchestra at 



90. Garry Stevens top middle with the Paul Kain Orchestra at the DeWitt Clinton Hotel in Albany in 1937. 



91. Garry Stevens playing trumpet with the Paul Kain Orchestra in 1939. 



92. Garry Stevens far right singing with the Stardusters in Charlie Spivak's Orchestra in 1942. 
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PART FOUR 


THE ARRANGERS 


FRANK COMSTOCK 


LES BROWNS MAN OF RENOWN 





















iliHIillll! 















































rs. That’s how it 


whom I got to 
always seemed to go.” 

Comstock concluded:"Every project I engaged in was because it was a challenge and I enjoyed 

took and made sure that I did what was necessary so that my boss was happy with both my work 
and working with me. Maybe that’s why I was always able to keep busy over the years without 
much planning and worrying on my part." 


FLETCHER HENDERSON, DON REDMAN, 
AND SY OLIVER 

THE INVISIBLE CONTRIBUTORS TO THE 
BIG BAND ERA 
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James Fletcher Henderson was bom in Cuthbert, GA, in 1897. He came from a well-to-do 
family. His father was a high school principal and his mother a music teacher who introduced 

An outstanding student, Henderson graduated from Atlanta University in 1920 with a degree 
in chemistry and moved to New York to enroll in Columbia University to pursue a masters de- 

ing company of Pace and Handy was to change the course of his professional life. 

Totally enthralled with the music business, Henderson abandoned his studies toward a mas¬ 
ter's degree in chemistry and in 1921 went with Henry Pace to found Black Swan records serving 
as the musical director of the new firm. At Black Swan, he met and developed a lifelong asso¬ 
ciation with singer Ethel Watters whom he accompanied on a tour of the United States as her 

By early 1924, Henderson had become well connected to the Harlem jazz scene and was asked 

big band to play jazz. That same year Henderson moved on to the Roseland Ballroom off Times 
Square where he stayed for five years with a band comprised of the top black jazz musicians of 
the day, including Louis Armstrong who remained with Henderson through 1925. 

During the early 1930s the band had drifted down to playing tours and one-nighters on the 
road with Henderson doing more and more of the arranging. Despite his musical genius and 
high level of intelligence, Henderson was a poor businessman, unagressive by nature, and had 

disbanded in 1934, setting the stage for his under recognized participation in music history. 

In 1934 Benny Goodman put together his first band and was in dire need of arrangements. 
At the recommendation of jazz critic and promoter John Hammond, Goodman hired the un¬ 
employed Henderson to write for his band. It was a wise decision as Hendersons hard driving 
arrangements gave Goodmans band its distinctive, swinging identity. 

21 found Goodman opening at the Palomar Ballroom in Los Angeles on the last stop of that 

Goodman started out playing standard pop tunes and was met with a lukewarm response. 
Electing to go for broke, he called for Hendersons energetic “King Porter Stomp" and continued 
to play primarily Henderson arrangements for the balance of the evening. The audience mobbed 
the bandstand and Goodmans engagement became a complete sellout making national head¬ 
lines. Historians consider that Goodmans Palomar engagement marked the official start of the 
Big Band Era. 

There was no doubt that Hendersons arrangements played a major part in Goodmans artistic 
and commercial success, and Goodman was always willing to publicly acknowledge Hendersons 
contributions. As a final gesture of appreciation, Goodman dedicated to the memory of Fletcher 
Henderson a PBS special highlighting his career; it was aired shortly before his death in 1986. 

It should also be noted that Fletcher Henderson was not the only African American arranger 
to write for Benny Goodman. Specifically, Horace Henderson, Jimmy Mundy, and Edgar Samp¬ 
son contributed arrangements to Goodman with Sampson providing "Don't Be that Way" and 
"Stomping at the Savoy," two of Goodman's biggest hits. 

In 1936 Henderson left Goodman to form a new band that met with but modest success, re¬ 
turning to Goodman as a fulltime arranger from 1939 to 1941. He formed yet another band in 
1941 playing engagements at the Roseland and clubs in the Chicago area in the mid-1940s. 


Nineteen forty-seven found Henderson once again arranging for Goodman. He came full 
circle to his roots, conducting tours for his old friend Ethel Watters in 1948 and 1949. Back in 
New York in 1950, he led a sextet and wrote the score for the show Jazz Train that played at Bop 
City. 

Late in 1950 the genteel Henderson suffered a stroke that left him permanently bed ridden. 
He passed away from a heart attack in 1952 in a Harlem hospital, an arranger whose style be¬ 
came the framework for the Big Band Era. 

Don Redman, Sy Oliver, and Fletcher Henderson had much in common. They were born into 
families with professional parents, raised in a musical environment, well educated for their day, 

nately, they were also little recognized for their work with big name white bands. They were the 


JOHNNY MANDEL 
FROM THE BIG BAND ERA 
TO OSCAR AND GRAMMY AWARDS 
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with Michael Feinstein, and regularly traveling to New York on American Society of Composers 
Authors and Publishers (ASCAP) business. An ASCAP member since 1956, he has served on 
their Board of Directors since 1989 and was presented their coveted The Henry Mancini Award 
in 1997. 

The Henry Mancini Award was a fitting tribute to an accomplished big-band musician and ar¬ 
ranger, film composer, songwriter, and record producer who got his start in the Catskills during 
the peak of the Big Band Era. In an interview on National Public Radios Jazz Profiles program 
Mandel reflected on his many-sided career: "I'm a very lucky person. To be able to spend your life 
doing something you love for your work is more than anyone can hope for. And you know what? 



5. Left to right: Les Brown and Frank Comstock July 1998. 






99. Left to right: Billy May and Frank Comstock July 1998. 








100. Fletcher Henderson at the piano. 



101. Louis Armstrong was an important member of 
Fletcher Henderson’s early band. 



102. Sy Oliver and his Glee Club. 



103. Don Redman in Times Square in the late 1930s. 
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104. Johnny Mandel in the middle of Boyd Raeburn's trombone section at the Palace Hotel in San Francisco in 1945. 








105. Johnny Mandel in 1953 designated by the arrow in the Count Basie Orchestra at the Riviera Club in St. Louis. 


PART FIVE 


THE CONTRIBUTORS 


CHUCK CECIL 

KEEPS THE BIG BAND ERA ALIVE 




































HENRY HOLLOWAY 

south Africa’s big band legend 











who would one day become the president of South Africa. Holloway and deKlerk remain close 
friends and still regularly golf and email each other. After Holloway moved to Johannesburg in 
1969 he opened new jazz clubs through 1987 when he relocated to Cape Town. All were com¬ 
mercially successful. 

proached the SABC and asked if they would be interested in doing a feature on the 30 th anniver¬ 
sary of Glenn Millers death. They asked if I could send them an audition script and after review¬ 
ing it inquired if I would be interested in doing a program. I ended up airing a twenty-one part 
series called Miller Magic and at the same time formed the Glenn Miller Appreciation Society of 
South Africa. To my surprise, I was now a South African radio personality.” 

Over the next five years Holloway broadcast several big band special features on the SABC 
and founded the Big Band Society of South Africa in 1977. His programming was so popular 
that in 1979 the SABC asked him to give up his business career and join the organization on a 
fulltime basis. It was a difficult decision as Holloway achieved success in journalism as a news¬ 
paper editor and in film distribution as a public relations executive. After much deliberation he 
left the world of commerce and joined the SABC on September 1. It was a decision he never 
regretted. 

Since 1979 Henry Holloway has been a fixture on South African radio playing big band music 

Big Band Era personalities visited South Africa and appeared on his shows, including A1 Cohn, 
Buddy de Franco, Terry Gibbs, Peanuts Hucko, Paul Tanner, and movie star George Montgom¬ 
ery. Holloways specials on the big bands, their vocalists, composers, and lyricists that contributed 
to the Great American Songbook won several broadcasting awards. His work on Glenn Miller 
is particularly impressive. In 1984 he followed his original twenty-one part series on Miller with 
another fifty-one part series. Hollway resumed the Miller project in 2004 and broadcast an ad¬ 
ditional forty-three shows, bringing the 115 chapters of half hour programs to a close in August 
2006. 

One of his 1984 Miller features was heard by Fred Shaw who was a navigator on a Lancaster 
bomber that jettisoned its 4,000 pound bomb in the English Channel after an aborted bombing 
mission to Germany on December 15, 1944. Shaw, who was living in South Africa, contacted 
Holloway and said he saw a single-engine Norseman aircraft, the type of plane Glenn Miller was 
flying in that day, crash into the Channel when the Lancaster squadron dumped their bombs in 
the jettison zone. Fred Shaw told his story to the public for the first time at an April 29 Glenn 

Miller s disappearance. It quickly received international news coverage and brought the Society 

Over the last twenty-five years Holloway has made nine trips to the United States forging 
friendships with many entertainment luminaries. An American travel highlight occurred in 
1983 when he was asked by a leading South African travel company to organize a big band tour 
of the USA. Holloway said yes and put a tour package together. In Southern California he and 
the twelve tour members personally met with Louis Bellson,Tex Beneke, Johnny Best, Sammy 
Cahn, Paula Kelly, Billy May, and Paul Tanner. Tanner officially greeted them upon their arrival 

led by Larry O’Brien perform in Las Vegas and were provided a tour of famous Big Band Era 
sites in Manhattan by big band authority George T. Simon. Their final stop was at Rockefeller 
Centers Rainbow Room where they danced to the Sy Oliver Orchestra. Holloway also spent an 
afternoon with Sammy Kaye at his swank Park Avenue apartment. 


"I enjoyed working with Henry," Paul Tanner said by telephone from his home in Carlsbad, 
CA: "I introduced the tour to the Glenn Miller alumni that lived in Southern California and 

meeting the Miller people. Henry and I have remained good friends since then." 

The earlyl990s provided Holloway a memorable experience when he developed an association 
with United States Ambassador to South Africa William Lacy Swing. With the surname Swing 
and their mutual interest in big band music it was only natural that the Ambassador and Hol¬ 
loway develop a friendship and they did. Swing officially presided over a June 1992 ceremony 
dedicating Holloways home music studio he called Swingdom that included a dance floor and 

Holloways expertise on Glenn Miller was recognized by academia when the University of 
Cape Town called on him in 1994: "I was asked by the University to do a program on Glenn 
Miller and organized a five-part lecture that included videos, films, and recordings from my 
private collection. It was well received; the university's 500 seat auditorium was packed for each 
days lecture. In 2004 I returned to do another series on Miller that again drew a capacity at¬ 
tendance. The most popular part of both lectures was my discussion of the theories surrounding 
Glenns disappearance over the English Channel. The success of these lectures documents the 
continuing popularity of Glenn Miller in South Africa 

After twenty-one years with the SABC Holloway changed broadcasting affiliations in 1995 
when he was invited by Cape Town-based Fine Music Radio to help launch a new station that 
features jazz and classical music programming. Of the original twelve broadcasting personalities, 
Holloway is the only one remaining on the stations staff. His Saturday show Swing, Sing and All 
That Jazz that he brought over from the SABC quickly developed a committed following and 
played an important part in the new station achieving high listener ratings. 

Yet another new opportunity came Holloways way in 2004 when he was asked by two cruise 
line companies to lecture on their ships. In April he sailed from Puerto Rico to Scandinavia and 
the Baltics on the Constellation that Conde Nast travel magazine rated as one of the worlds lead¬ 
ing cruise liners and in November traveled through the Caribbean on the Saga Rose. Holloway 
presented several lectures on the big bands including a four part series on the ever popular Glenn 
Miller on each ship. 

Although Holloway has received many South African broadcasting awards and has been the 
subject of three SABC television documentaries, recognition in America finally came his way in 
September 1999 when the National Academy of Recording Arts and Sciences invited him to 
attend a gala tribute to Les Brown at the Beverly Wilshire Hotel in Beverly Hills. He sat next 
to Jack Jones at Master of Ceremonies Steve Allens table and was cited by Allen from the dais. 
While in Los Angeles Holloway stayed with Academy Award-winning songwriter Ray Evans at 
his Beverly Hills home and visited with Milt Bernhart, Pat Longo, Artie Malvin, Abe Most, and 
Artie Shaw, with whom he had corresponded since 1990. 

experiences on the BBC; it was the fifth of his six BBC radio appearances. After Brown passed 
away in 2001 Holloway did a sixty-part series on the bandleader who the Guinness Book of Re¬ 
cords recognizes as the leader of the longest-lasting musical organization in the history of popu¬ 
lar music. The odds are high that the sixty continuous hour-long programs on Brown constitute 
the longest uninterrupted series ever done on a Swing Era bandleader. 

A second American tribute occurred in March 2003 when the Big Band Academy of America 
inducted Holloway into its Golden Bandstand at their annual reunion at the Sportsmans Lodge 
in Studio City, CA. The late Academy president Milt Bernhart presented Holloway his Golden 







TOM SHEILS 


GLENN MILLERS RIGHT-HAND MAN 
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Sheils continued: "Helen called me at the office to ask if I would drive Glenn's Cadillac for 
a few days to keep the engine in shape. Since I was driving a $20 used Essex, I jumped at the 

Rochelle to impress my friends. When I returned the car late that afternoon I found Helen in 
tears sitting on her bed in a bathrobe holding the telegram from the War Department that in¬ 
formed her that Glenn was lost in flight. I was the first person to talk with her after she found 
out what happened. I was dumbfounded and for a long time felt that Glenn would be found and 
come home." 

What would Sheils's business future have been like had Miller lived? Here are his thoughts: 
"Just about a week before Glenn was lost he sent me a V-mail on microfilm from England outlin- 

it would be quite valuable today. He had financially backed Hal McIntyre, Charlie Spivak, and 
Claude Thornhill and we were going to have our own booking agency with his band heading it 
up. Using his band’s influence he was planning on securing top bookings around the country. 
Glenn also talked in the letter about expanding his publishing company, Mutual Music that Leo 

sonal management contracts. He also mentioned that he planned to move to the West Coast and 
had a standing offer from Coca-Cola to do a one-hour radio show as soon as he returned from 

Looking back, Sheils commented on his six-year business association with Miller: "I truly en¬ 
joyed working for Glenn because in addition to his musical talents he was a very astute busi- 

overseas he came to New York every Saturday from where he was stationed at Yale University to 

to change to a fresh uniform then have lunch at Lindy’s before the show so I could update him on 
what was going on with his business affairs. On one occasion he told me to look in the trunk of 
his Cadillac where he had something for my son Tommy. It was set of leather blocks that Glenn 
purchased in New Haven. He was so proud that they didn't have sharp edges like the more 
common wooden blocks. I'm still amazed that a man as busy as he was took the time to browse 

After the war, Sheils continued to live in New Rochelle and grow his personal management 
business. In addition to The Modernaires with Paula Kelly, he represented Evelyn Knight, who 
had a string of hits in the later 1940s that included two number-one songs—"A Little Bird Told 
Me" and "Powder Your Face with Sunshine"—and who performed as a chanteuse at smart sup¬ 
per clubs. Then came an opportunity to move to California. 

In 1947 Bob Crosby’s Club 15 music program that originated in Hollywood went on the air. 
Sheils landed The Modernaires with Paula Kelly a feature spot on the nightly fifteen-minute 
radio show and followed them west. He moved his entire business operation to Hollywood and 
settled in the San Fernando Valley. Two years later he added to his stable of talent: "In 19491 was 
in Saint Louis handling The Modernaires opening at a theater when I met Peter Marshall who 
was appearing on the same bill as a comedy team with Tommy Noonan. We struck up a friend¬ 
ship and I wound up representing him for thirty-five years. I immediately recognized that Peter 
was a fine singer and got him to pursue that talent." 

nothing but good things to say:"I was proud to have a man like Tom Sheils represent me. He was 
a Notre Dame grad who had the highest ethics and morals 
with. I knew I was being represented by a true gentleman." 















Shortly before passing away Sheils talked about his forty-five-year business career. His com¬ 
ments were not at all surprising: “I had both an exciting and rewarding run. I managed a lot of 
famous entertainers, each with their unique personalities, and experienced the entire Big Band 
Era as an actual participant. But the accomplishment I'm most proud of is the fact that I had a 
hand in helping Glenn Miller become successful his second time around. Working with him was 
a stroke of good fortune that I'll ever be thankful for.” 


GEORGE T. SIMON GROWS UP 
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fifteen-piece bands that literally had everyone dancing in the aisles. 

George Thomas Simon was born on May 9,1912, to an upper-middle-class New York family 
that lived in a brownstone house on West 89 lh Street off Central Park. Simons was a family of 
considerable accomplishment. His brother Henry became a professor of English at Columbia 
University. Brother Alfred became musical director of New York radio station WQXR, and 
brother Richard was both the co-founder of the publishing firm of Simon and Schuster and the 
father of pop singer and songwriter Carly Simon. 

Simon started to play the drums when he was twelve years old. Although the five-story Simon 
house had an entire floor devoted to the family's interest in classical music and show tunes and 
was stocked with two pianos and two organs, he set up shop in the basement with his drum set, 
phonograph, and collection of jazz records. Little did George Simon realize that he was on his 
way to a lifelong, professional career in music. 

Carrying on his family's tradition of commitment to higher education, Simon attended Har¬ 
vard University, graduating with a bachelor’s degree in economics in 1934. While at Harvard, he 
formed his own jazz band, George Simon and His Confederates, that concentrated on playing 
swing music. He called his band the Confederates because they did not belong to the musician's 


After graduation from Harvard, Simon put his economics degree to practical use at the peak 
of the Great Depression selling men’s slippers at Macy's and kewpie dolls store-to-store in Man¬ 
hattan for a friend of his father. He also formed a new band playing sporadic gigs in the New 
York area, again calling it the Confederates so he could continue to use the band's banner he had 
made in Boston. Then came 1935 and a job that would change the course of his entire life. 

Founded in 1883, Metronome magazine historically concentrated its monthly coverage on clas¬ 
sical and popular music. In an attempt to add swing coverage to its format, editor Doran K. 

regular dance band reviews, which had never been done by a music magazine before. Simon came 
aboard in early 1935 and was so successful that Antrim offered him the publication's editorship 
in 1939. 

Simon talked about his unique approach to writing in his early days at Metronome during a 
ent names because we had no one else covering swing music on staff. I started arguments with 



















106. Chuck Cecil around 1980. 














111. Henry Holloway with his 2003 Golden Bandstand Award. 
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